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FLAGSTAD TO BE 


heard on London Records 


v 


KIRSTEN FLAGSTAD will soon be 
heard on London Records in two ofgher 
finest operatic roles—Bruennhilde — in 
Goetterdaemmerung and Alceste in Gluck’s 
opera. Both performances were acquired 
from radio broadcasts—the former from 
a Norwegian one of last January and the 
latter from a BBC Third Programme of 
April. 


From all overseasreports, Mme. Flag- 
stad is in superb voice and there is no 
reason why, if she is so_inclined and Lon- 
don is receptive to her wishes, she cannot 
During her 
April visit to London for the two Alceste 
broadcasts, the soprano made two Lieder 


make other recordings 


recitals which will be issued along with 
the above operas during the fall and 
winter season. It is rumored that London 
has further plans for Flagstad to record 
some scenes from Wagner operas and 
possibly a complete Fidelio. 





Encore Oistrakh 


Vv 


RAVEL: Trio in A minor; CHOPIN: 
Trio in G minor. Westminster XWN- 
18174, $3.98. 


DVORAK: Trio in F minor, Op. 65; 
HAYDN: Trio No. 3 in C. West- 
minster XWWN-18176, $3.98. David 
Oistrakh (violin), Sviatoslavy Knushe- 
vitsky (cello), Lev Oborin (piano). 


CHAUSSON: Poéme, Op. 25; GLA- 
ZOUNOV: Mazurka-Oberek; RAVEL: 
Tzigane; KABALEVSKY: Violin Con- 
certo in C, op. 48; David Ojistrakh, 
State Orchestra of the USSR, con- 
ducted respectively by K. Kondrashin, 
G. Yudin, K. Kondrashin, and Dmitri 
Kabalevsky. Westminster XWN-18177, 
$3.98 


ATHESE 


Russian tapes by Westminster are sound- 


recordings processed from 
wise excellent, tonally clear and smooth. 
The feature disc is the one with the 
Chausson Poéme, which Oistrakh recently 
recorded with Munch and the Bostonians 
for RCA Victor. Ihe noted violinist 
seems more relaxed in this performance, 
but neither his conductor nor orchestra 
ire as sensitively attuned to this music 
is Munch and the Boston Symphony. 
The Glazounov work is an engagingly 
idiomatic one, which Oistrakh plays with 
winning artistry. Oistrakh’s performance 


174 


of Ravel’s Gypsy rhapsody is second to 
none except Heifetz. The latter brings 
more rhythmic vitality and fervor to his 
interpretation The Kabalevsky Con- 
certo, in which the violinist has no com- 
petition to date, seems to be the same 
performance that Vanguard earlier re- 
leased. Of the two versions, this one 
seems the smoother in sound. 

Though Oistrakh gets top billing in the 
trios, his co-partners are equally proficient 
in their musical participation. Their 
playing in all four works is technically 
flawless and tonally ingratiating, infused 
with a romantic glow which may be 
regarded by purists as alien to the classi- 
cism of Ravel and Haydn. However, 
such musical ardor will be widely en- 


P.H.R. 


Mozart This Month 


v 


dorsed by most listeners. 


MOZART: Piano Concerto No. 19 in 
F, K. 459; Clara Haskil with the Berlin 
Philharmonic Orchestra conducted by 
Ferenc Fricsay; Symphony No. 29 in 
A, K. 201; RIAS Symphony Orchestra 
conducted by Ferenc Fricsay. 
DL-9830, $3.98. 


Decca 


MOZART: Symphony No. 29 in A, K. 
201; Six German Dances, K. 509; Six 
German Dances, K. 571; Bamberg 

Symphony Orchestra conducted by 

Joseph Keilberth 


50005, $4.98. 


Oiseau-Lyre OL- 


AAMONG those who admired Clara 
Haskil’s performance of the F major Con- 
certo, | am pleased that she has remade it 
with a more sympathetic conductor. 
Fricsay maintains a steadier rhythm and 
is more en rapport with the soloist than 
was Swoboda. Miss Haskil is a gracious 
artist with a tonal quality that is smooth 
and wonderfully controlled. Perhaps she 
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does not exploit the joyful characteristics 
of the work as tellingly as they might be 
(one remembers Schnabel’s prewar per- 
formance with its countless variations in 
moods), but she is closer to the true 
Mozartean purport than any other pianist 
represented on LP. 

Mozart was 18 when he wrote his 4 
major Symphony, K. 201, a wonderful 
little work that has come into its own on 
LP. For all its modest instrumentation, 
it is a fascinating score because in it there 
is—as Einstein says—‘‘a new feeling for 
the necessity of intensifying the symphony 
through imitation, and rescuing from the 
purely decorative through a refinement of 
detail such as is characteristic of chamber 
music."" Beecham gave us a wonderful 
performance of this work before the war, 
in which his tempo in that ingenious 
opening movement with its play on the 
octave was exactly right. Koussevitzky 
recorded it also but played the first move- 
ment so fast that it lost its charm. Klem- 
perer recently recorded it (see May issue) 
but was overly precise for my taste. Now 
Fricsay and Keilberth play it and honors 
are about even, though I think Keilberth 
succeeds best in the imitative play in the 
opening movement. Both performances 
are excellently recorded with a slightly 
better definition of the winds in the 
Keilberth. But anyone interested in the 
concerto will obtain an enjoyable account 
of the symphony, unless the German 
Dances are desired. They are pleasantly 
diverting but not as rewarding as the 
concerto. -P.H.R. 

7 
MOZART: Symphony No. 29 in A, K. 

201; Piano Concerto No. 23 in A, K. 488; 

Germaine Thyssens-Valentin (piano) 

(in concerto), the Serenade Orchestra 

of the Salzburg Festival conducted by 

Bernhard Paumgartner. London Duc- 

retet-Thomson 93057, $4.98. 


AHERE we have another performance of 
the A major Symphony mated to a differ- 
ent concerto. This would have been the 
all-around best performance if the or- 
chestra were in the same class as the RIAS 
and Bamberg, for Paumgartner has chosen 
his tempi in both symphony and concerto 
wisely and well. For example, the tempo 
of the Andante of the concerto is slower, 
making for a poetic sensitivity that lingers 
in memory, and the tempi of the minuet 
and finale of the symphony bring a more 
appropriate contrast to the former and 
more elative spirit to the latter. The 
pianist, new to me, is an artist of expres- 
sive perceptivity with an _ ingratiating 
tonal quality. Gieseking and von Karajan 
have led all others in this work to date, 
but there is not the same kind of affinity 
between them as found here. The playing 
of the Philharmonia Orchestra is more 
polished and tonally precise than this 
Salzburg ensemble, which is guilty of 
some poor intonation. Nevertheless, the 
concerto performance enlists one’s interest 
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since everybody concerned is tempera- 
Moreover, the chamber 
proportions of the orchestra and the place- 


mentally allied. 


ment of the piano, which seems within 

the framework of the strings as in Mozart's 

time, makes for a welcome intimacy in 
sound correlation. The recording in both 

Works is quite lifelike without tonal 

stridency. P.H.R. 

* 

MOZART: Concerto No. 13 in C (K.415); 
Concerto No. 20 in D minor (K.466); 
Julius Katchen (piano) with the New 
Symphony Orchestra of London, con- 


ducted by Peter Maag. London LL- 


1357. 

AKATCHEN overpowers the C major 

Concerto; the music seems rushed and 

impulsive, and Mozart's figuration is 

forced into inelegant virtuoso cascades. 

Far better is the D minor, where Katchen 

and Maag can concentrate upon the 

Romantic aspects of the music without 

straining its content. The outer move- 

ments are beautifully played, but oddly 
enough Katchen seems to underplay the 
slow movement, where the piano sound is 

too thin. Very fine London tone. a 

* 

MOZART: Violin Concertos No. 1 in B 
flat, K. 207 and No. 7 in D, K. 271a; 
Arthur Grumiaux and Vienna Sym- 
phony Orchestra conducted by Bern- 
hard Paumgartner. Epic LC-3230, $3.98. 


ATHE only other recording of Mozart’s 
first violin concerto is that by Ada 
Stucki; it is well played with a tonal 
suavity that recommends it, but it is not 
so spaciously recorded as this performance. 
Grumiaux is a more aristocratic performer ; 
however, he has a tendency to press his 
tone on occasion—as in the filigree pas- 
sages of K. 211, which need no insistence. 
One none the less feels that Mozart would 
have endorsed the elegance of Grumiaux’s 
playing. K. 27la is a work that was 
discovered late in the 19th century and 
published in 1907. Einstein says it was 
probably written in 1780 (K. 211 dates 
from 1775) and “‘is certainly not preserved 
in the form in which Mozart wrote it—f, 
in fact, he ever wrote it out as more than 
a hasty sketch.” Its extraordinary tech- 
nical requirements are not recognized by 
all authorities as compatible with Mozart's 
style of writing, but for all its questionable 
virtousity its melodic style is idiomatic. 
Grumiaux plays it magnificently, far 
better than Oistrakh, who is his chief rival 
on LP. Paumgartner is an efficient con- 
ductor, a bit too punctilious on occasion. 
One has the feeling that Grumiaux some- 
times desires a more urgent tempi in both 
works and apparently gets his way in the 
finale of K. 271a, where after the passage 
from bars 69 to 83, in which he seems to be 
held back, he perceptively picks up the 
tempo to good advantage. In the finale 
of K. 211 he does the same thing, but this 
time not as perceptively. In the slow 
movement of K. 271a, where the opening 
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strings are marked pizzicato, and also 
elsewhere, Paumeartner, unlike Lund, 
who conducts the orchestra for Stucki, 
plays arco, thus losing a charming effect, 
but there may be a divergence of opinion 
on this subject. Both these performances 
are better recorded than any other existent 

versions. P.H.R. 

* 

MOZART: Sonata No. 10 in B flat, K. 
378; Sonata No. 15 in B flat, K. 454; 
Jascha Heifetz (violin) and Brooks 
Smith (piano). RCA Victor LM-1958, 
$3.98. 


A THESE two sonatas, dating from 1781 
and 1784, are among Mozart's finest, 
concerto-like in character with strong 
rhythmic impetus and an_ underlying 
dramatic emphasis. While Mozart has 
given the violinist plenty of opportunities, 
a role 
that he assumed in the premier per- 
formance of both works. Heifetz is in 
fine fettle and fortunately has for his 
partner the accomplished Brooks Smith, 
who equally shares honors in the per- 


he has not neglected the pianist 


formances. The recording is_ realistic 
with gratifying presence of both instru- 
ments, though there are times when one 
feels that Heifetz's violin is too close to 
the microphone for the best characteristics 
of his tone. But anyone who admires this 
gifted player will hardly wish to pass up 
this disc on hearing his masterful playing 
of the opening movement of K. 454. 
These are the finest performances of these 
two sonatas, in my estimation, issued to 
date on LP, wholly persuasive in their 
strength of artistic expression in both the 


Pee. 


slow and fast movements. 
e 


MOZART: Symphonies No. 26 in E 
flat, K. 184; No. 32 inG, K. 318; No. 
41 in C, K. 551 (‘Jupiter’); Amsterdam 
Concertgebouw Orchestra conducted by 
Karl Boehm. Epic LC-3229, $3.98. 


AHERE is an interesting program with 
two early overture-symphonies and the 
great “Jupiter”. The Italianate qualities 
of K. 184 evade Boehm, for like most 
Viennese he seems more concerned with 
meter than rhythm. His instincts for 
appropriate tempi may be questioned, 
especially in the slow movements of the 
early works. He makes more of the 
opening Molto Presto of K. 184 than Leh- 
mann did and brings more feeling to the 
lovely Andante than did his predecessor, 
but there is more subtlety and sensitivity 
in his movement than either conductor 
conveys. St. Foix speaks of its “infinite 
despair,’’ which suggests tragic impli- 
cations, and also of the ‘ardent and 
joyous rhythms of the finale,"’ which 
Boehm completely misses. Boehm is more 
successful in K. 3/8, which Einstein con- 
tends was the overture originally intended 
for the Singspiel, Zaide. The performance 
of the “‘Jupiter” is much better, especially 
in comparison with his earlier version with 
the Vienna Philharmonic with its far too 


reverberant reproduction. But like that 
earlier performance, this one is unente: 
prising, too self-possessed; and the 
important timpani parts are 
submerged in the recording. 


strangely 
-PH.R. 


* 

MOZART: Symphony No. 33 in B flat, 
K. 319; Symphony in C, K. 338; The 
Philharmonic Symphony Orchestra of 
London conducted by Erich Leinsdort 
Westminster WN- or SWN-18186, $4.98 
or $3.98. 


ALEINSDORF gives a satisfactory ac- 
count of K. 319, which has been called a 
“pastoral” symphony. Previously, the 
von Karajan version dubbed from 78 has 
been favored, but this performance is 
more joyful in the opening movement and 
the minuet and is better defined in its 
clear and far less weighted reproduction. 
Leinsdorf’s K. 334 does not measure up to 
the recent Markevitch version in which 
the vigor and brilliance of the opening 
movement are more tellingly set forth and 
the orchestra playing more brilliantly 
responsive. Leinsdorf adopts an unusually 
fast pace for the slow movement, matked 
Andante di molto. Beecham performs 
this movement very slowly indeed, taking 
twice the time that Leinsdorf does. 
Markevitch adopts a tempo in between 
which, to my ears, better affirms the 
singing qualities of the music and _ its 
rhythmic delicacy. Neither Beecham nor 
Leinsdorf include the Minuet used by 
Markevitch, which Mozart wrote later, 
the use of which Einstein endorses. While 
the reproduction here is excellent, so too 
is that of the Markevitch version. 
~P.H.R. 
* 

MOZART: Symphony No. 39 in E flat, 
K. 543; Divertimento No. 15 in B flat, 
K. 287; NBC Symphony Orchestra 
conducted by Arturo Toscanini. RCA 
Victor LM-2001, $3.98. 


AFOR some reason, Toscanini nevet 
recorded the E-flat Symphony, the first of 
Mozart’s great trinity. Salvaging a per- 
formance that could be satisfactorily 
reproduced to win the approval of the 
conductor necessitated much work behind 
the scenes. This performance came from 
a broadcast of March 6, 1948. Soundwise 
it is uneven. While it is better than the 
original broadcast, it still suffers from 
abrupt terminations of chords and also 
from the tubby bass characteristics of 
NBC’s Studio 8H. The upper section of 
the orchestra fares best and the singing 
of Toscanini’s strings is happily attested 
except in very loud passages. This is, 
of course, a memento of the Maestro’s 
thoroughly musical way with Mozart and 
his uncanny understanding of the classical 
orchestra, in which there prevail a clarity 
of detail and countless subtleties that one 
seldom hears elsewhere. ‘Toscanini does 
not stress the romantic character of this 
work as others do, yet he does not negate 
its plenitude of feeling nor its accumula- 








tive dramatic intensity In the slow 
movement, which begins so disarmingly 
and later “transports us into unimagined 
regions,’ as St. Foix has noted, he affirms 
the tragic implications of the musi The 
whole performance is an absorbing ex- 
perience from a masterful musician, who 
always held the undivided attentions of 
his listeners The responsiveness and 


precision of the orchestral playing is 


second to none to be found on records. 
Toscanini’s NBC Symphony was a great 
orchestra that deserved a better fate 


The Divertimento was made 1 


1 a re- 
cording session in 1947 and issued first on 
78s and later on LP. It is better repro- 
duced and as polished a performance as 


P.H.R 


exists 


The Brothers Haydn 


v 


HAYDN, Michael: Violin Concerto in B flat 
Walter Schneiderhan with the Vienna Orchestral 
Society conducted by F. Charles Adler; ROSET- 
TI: Bassoon Concertino in E flat; Leo Cermak 
with same orchestra conducted by Mr. Ad 
Unicorn 1018, $3.98 








HAYDN, Michael: Concerto Obligato Violce 
HAYDN, 


Vienna Orchestral 


Kevboard Instrument and Orche a 


Joseph: Symphony in B 


Society conducted by F. Charles Adler with 
Paul Angerer (viola) and Marjorie Mitchell 
piano) in the Concerto Unicorn 1019, $3.98 


ATHESE four 18th-century works are of more 


importance than most of us, unfamiliar with two 


of the composers, might realize at first Too little 
& Michael Haydn (1737-1806), Joseph's younger 
brother, is known He was a successful composer 


long before his illustrious brother came into his 


1 


wn The latter was slow in maturing and did not 


write anything of significance until he was around 

















twenty-nine, while Michael produced works of 
merit in his early twenties Mi ‘l, says the 
annotator H. C. Robbins La n, has “‘a precocious 
ion, an immediate grasp of form and 

rcl on That he understood the concerto 
form better than bis brother is borne out by these 
works. It is evident that his was the more cosmo 
politan bent by the Italianate character of bis 
music 1 which an elegance of style is apparent 
The symphony by Joseph introduced here is an 
early work, dating from around 1760. The three 
Haydn compositions ill recently discovered, and 
t spects that I wa » diligent sleuth 
who recovered them, for he was virtually the original 


ounder and hardest worker for the late Haydn 


Society 
1e is reminded that 
Mozart was influenced by Michael Haydn The 


Listening to these concertos 








ible concert is a ious work with three 
equally ittractive m ents whicl one feels 
was strikingly original for its time Its original 
scoring W for organ or harp rd and viola with 
string orchestra Here, the keyboard instrument 
s the n ern plat whet he 
lebatable | e musicologist 
little effort has been made t 
ensemble Michael's time, I 

eshne and url this 1 
aft ed t the capable soloists 1 the efficient 
Mr. Adler The violin « certo is more austere i 
t me g movement, demanding skill of its per 


rmer, rhapsodic in its slow movement, and lightly 








I in its finale. Elaborate cadenzas are used 
a the t and vement Schnei ul 
es the solo parti Vv cing manne RIV rt 

rvor to his part than does the conductor 

“ eems content t allow the violinist the spot 


The symphony by Joseph Hayin is one of his 
earliest works in the form which, Landon says 
until recently was known as a string quartet 
Opus 1, No. § It is in three movements 
without a minuet (“which innovation Haydn at 
first accepted with a certain reluctance’) In 
some ways, it is a sturdy little work but inclining 
to a four-squaredness in its patterns. However 
it is evident that Haydn aimed for a seriousness of 
purpose rather than for just diversion The sym 
phony makes for agreeable listening and Mr. Adler 
plays it with evident relish 
Antonio Rosetti 


1750-1792)(German-born as Franz Anton Roesler) 


The bassoon concertino by 


is another recently discovered work in which its 





composer glorifies the humble bassoon. The anno 


tator says that “the work is not inordinately 
difficult, but stands as a rewarding little opus, well 
worth the trouble of being revived I certainly 
concur with this statement. It is a jolly composition 
in more ways than one, amusing at times, and 
decidedly listenable It is well played. Musi 
cologists will probably argue about the omission 
f the harpsichord in three of these works Its 
presence is only affirmed by your reviewer in the 
Haydn violin concerto, probably as much for the 
fact that it is labeled on the record since it is not 





ispicuous Harpsichord or no harpsichord, 
all these works are worth investigating and all 


P.H.R 


have listenable attributes 
© 


HAYDN, Michael: Symphony in C; HAYDN: 
Overture in D; STAMITZ, KARL: Concerto for 
Clarinet, Bassoon and Orchestra; Vienna Orches 
tral Society conducted by F. Charles Adler with 
Richard Schoenhofer (clarinet) and Leo Cermak 
bassoon) Unicorn 1020, $3.98 

AANOTHER group of late 18th-century works 

that make for agreeable if not profound listening. 

The scholarly annotator speaks of the first move 

ment of the Haydn symphony’s being brilliant 

and 
the technique and spirit of the final movement in 

Mozart 


tator wr the conductor are remiss, tor aiter several 





festive and its fugued fi foreshadowing 


Either the anno 


Jupiter’ symphony 


rehearings of this work, what one has read cannot 


correlated with what one hears Dr. Adler's 


peritormance is seemingly efficient (no score is 
available but suggesting an amiable acceptance 
of the printed music rather than any appended 
deas of the annotator The overture of Michael 
Haydn's illustrious brother has more gaiety and 
brilliance that what has gone before but by way of 
being a curtain raiser to an opera buffa it does not 
negate the serious purpose of the symphony. The 
Stamitz double concerto is lacking in a strong pro- 
file, though its workmanship is efficient The 
reticence of the well-mannered scholar lurks in the 


1 


background of this music, though the music per se 


s efficiently contrived. It is well played by the 


two soloists and knowingly handled from the or 
Good sound for the 


P.H.R 


chestral side by the conductor 


type of music being played 


CHORAL MUSIC 


v 


GREGORIAN CHANT: Easter Mass; Pieces 
Choir of the Monks of the Abbey 
of Saint Pierre de Solesmes, conducted by Dom 
Joseph Gajard. London LL 1408, $3.98 


from the Office: 


AFOR many years the Abbey of Saint Pierre de 
Solesmes has been recognized as the source of 
knowledge on the subject of plainsong. We have 
been fortunate that recordings of the chanting of 
these monks have long been available, and that they 
set a standard that could not but be beneficial to 
other groups who study this music. It is good that 
at 
The vital pulse of 


the choir is active again with the benefits o 


spheric modern recording. 
the chanting and its natural, easy flow, make tl is 
The Faster 
Mass is preluded by the chiming of the Abbey 
P.L.M. 


music at once soothing and satisfying 


bells and the singing of the birds. 


RENAISSANCE CHORAL MUSIC: Ave Maria 
Victoria); Hodie Christus natus est (Sweelinck); 
Mother and Maiden Exultate Deo 
(Scarlatti); Lord in Thy Resurrecticn (Gallus); 


Anon.); 
O vos omnes (Victoria Vere languores (Victoria); 
Laudate nomen Domine Tye); Faithful Cross 
John IV); J laid me down to rest (Byrd); Can 
tate Domino (Schuetz); Ave rerum corpus (Lasso); 
Chorus Pro Musica oi 
Boston, conducted by Alfred Nash Patterson 
Unicorn UN LP 1025, $3.98. 


Christe qui lux (Byrd 


ATHE ANNOTATOR speaks of this chorus as 
“one of the top ranking choral organizations in 
Boston,” and refers to “‘the cathedral-like acoustics 
of the Church of the Advent where this music is 
recorded (the church has a reverberation period ot 
three seconds The size of the choir is variable 

“from the massive 140 voice chorus used in the 
Mozart C minor Mass, to the smallest groups used 
for the more delicate needs of madrigals and cham 
ber cantatas." The numbers represented in this 
recording, I should say, are medium. The program 
is carefully chosen one, made up of some particularly 
lovely music. On the whole the singing is best in 
the more spirited numbers, such as the staccato 
Scarlatti Exultate Dec, the Cantate Domino ot 
Schuetz, and in those works which are sung by the 
men's voices only. Sometimes the spirit runs 
away with a piece, as it does in the Sweelinck 
Hodie. But the most serious fault in the singing 
is the sometimes very vibrant tone of the sopranos 

especially in the Hymn of St. Adelbert, or Mothe 

and Maiden. This is an unaccompanied unison 
song, and it needs a really straight vocal line. The 
church acoustics do make for a good effect, for the 
reproduction is very live, yet the musical lines are 


not blurred, for all the reverberation. -P.L.M. 


MACHAUT: Metet— Pour qucy me bat mes maris?; 
Ballade—Ma chiere dame; Ballade—Tres douce 
dame que jaour; Virelai—Tres bonne et belle; 
Rondeau—-Douce dame, tant com witray; Ballade 

De toutes jleurs; WVirelai—Douce dame jolie; 

Motet—-Dame, je sui cilz; Rondeau—Rose, liz, 
Mes esperis; Lai 

Loyaute, que point ne delay; Ballade—-Amours me 


printemps, verdure; Ballade 


fait desirer; Virelai—Se je souspir profondement; 
Virelai—Plus dure que un dyamant; Collegium 
Musicum of the University of Illinois, conducted 
by George Hunter (Juanita Noorman, con 
tralto, Richard Krause, tenor, Thomas Binkley. 
lute, George Hunter, recorder, Jack Ergo, vielle, 
Sterling Jones, vielle) Westminster XWN 
18166, $3.98, or $4.98. 


ATHANKS to the interest of musical scholars we 
have on records today a formidable collection of 
the works of the 14th-century master, Guillaume 
de Machaut. But as Dr. John Ward points out 
in his introductory notes to this most extensive 
program, we can only guess how these compositions 
were performed in the composer's day. The group 
that endeavors to unravel the mysteries has devoted 
its efforts to singing and playing “music ranging 
from the earliest periods down to the time of the 
familiar concert repertoire.’ In effect what they 
have done is similar to the music making of Safford 
Cape's Pro Musica Antiqua of Brussels; it is a 
pleasant surprise to find them performing well in 
the traditions of the older group. The two singers 
have agreeable and splendidly accurate voices 
(whose is the third voice in the opening three-voice 
motet we are not told their singing is alive and 
convincing. Whether or not their solutions to the 
problems of interpretation meet with the approval 
of the cautious Dr. Ward we do not know. The 
three-voice secular motet, incidentally, will amuse 
those who remember what Yvette Guilbert used to 
do with the bottom melody line; and Douce dame 
jolie has been more recently recorded in a modern 
concert version by Roland Hayes. The program 
here has considerable variety, as some of the 
pieces are done by a voice with a combination ot 
instruments, others by the instruments alone 
Texts and brief English paraphrases by Dragon 
Plamenac are given, but the notes presuppose 
some knowledge of the forms of the pieces. 

P.L.M 
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Notes and Reviews 


HERE IS IN SOULS @ sympathy with sounds, and as 


the mind is pitched the ear is pleased with melting 


airs or martial, brisk or grave; some chord in unison 


with what we hear is touched within us, and the heart 


replies. 
ORCHESTRA 


BLOCH: Schelomo; TCHAIKOVSKY: 
Variations on a Rococo Theme; André 
Navarra (cello) with the London Sym- 
phony Orchestra conducted by Richard 
Austin. Capitol P-18012, $3.98. 


ASTIFF competition here, but Navarra 
holds his own in both works. Excepting 
the wizardly Starker I know of none other 
who has been so well represented in 
recordings. The trouble with this one is 
the accompaniment, which is somewhat 
circumspect for the Bloch. Bad luck 
continues to follow the delicious little 
Pchaikovsky confection—that is, if you 
happen to be satisfied with your Schelomo 
or your Schumann Cello Concerto, the 
latter being the only other coupling in the 
catalogues at the moment. Navarra plays 
it exquisitely, just as Gendron did, but 
to get it you have to buy the longer work 
in either case. The sound is excellent. 


ILL. 


GRIEG: Lyric Suite, Op. 54; Norwegian 
Dances, Op. 35; Wedding Day at Trold- 
haugen, Op. 65, No. 6; Holberg Suite, 
Op. 40; Bamberg Symphony conducted 
by Edouard van Remoortel. Vox PL- 
9840, $4.98. 


GRIEG: Lyric Suite, Op. 54; Old Nor- 
wegian Romance with Variations, Op. 51; 
Philharmonia Orchestra of Hamburg 
conducted by Arthur Winograd. M-G-M 
E-3368, $3.98. 


ASHOULD you happen to own any re- 
cording by the Bamberg Symphony under 
any other conductor, just put it on the 
turntable for a few moments before play- 
ing Remoortel’s Grieg program and see 
for yourself the unbelievable transforma- 
tion that he has brought to pass. This is 
absolutely incredible conducting. The 
second-rate ensemble sounds every bit as 
if it were one of the great orchestras of the 
world, and I assure you that I do not 
exaggerate. These performances must be 
heard by all who despair for the future of 
the conductor's art. It is a pity that our 
first sample of Remoortel’s genius had to 
be such slender stuff; Vox must soon 
again give us another taste with more sub- 
stantial repertory. But do not miss this 
most impressive début. The M-G-M disc 
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—William Cowper 


is a definite disappointment. Winograd 
has been heard to advantage in domestic 
recordings with his own string group. The 
Hamburgers perform quite well for him, 
to be sure. But the engineers were asleep 
at the switch; the sound is oppressively 
tubby and the string tone far from en- 
dearing. ia ee 
* 


HALFFTER: E/ Cojo Enamorado (Com- 
plete); Suite de Danzas (Music by 
Albéniz, 


Turina, and Rios); 


Duyos y Romo, Infante, 
La Orquesta Sin- 
fonica Espanola of Barcelona conducted 
by Ernesto Halffter and F. Delta, re- 
spectively, with the Pilar Lopez. Capi- 
tol P-18003, $3.98. 


AONE has come to dread what the trade 
calls “heel-clicking records’’, but I would 
make an exception for this one. Ernesto 
Halffter is a composer of skill, if not of 
consequence, and he knows no peer as an 
orchestrator. His score for the Pilar 
Lépez production of “The Lovesick 
Cripple” is a rainbow of coruscating 
colors. The ballet itself sounds like a 
dreary business, and after a while the 
dancing noises get obtrusive. But the 
music is engaging throughout and worthy 
of more attention than it is apt to receive. 
The sparkling performance is well recorded. 
So with the overside, although its musical 
substance is pretty thin. (om 
7 
HAYDN: Concerto in D; Concerto in G; 
Helma Elsner (harpsichord) with the 
Pro Musica Chamber Orchestra, Stutt- 
gart, conducted by Rolf Reinhardt. 
Vox PL-9810. 


ATHE G major Concerto is every bit as 
lovely as the more well-known D major, 
and the harpsichordist and ensemble play 
both with vigor, charm and a sense for 
the proper style. There seems, however, 
to be a lack of balance between the rich 
and full sound of the orchestra and the 
very thin harpsichord tone—the only 
flaw in this otherwise very fine recording. 
ae a 
e 

McPHEE: Tabuh-Tabuhan—Toccata for 
Orchestra; CARTER: The Minotaur— 
Suite from Ballet; Eastman-Rochester 
Symphony Orchestra conducted by 
Howard Hanson. Mercury MG-50103, 

$3.98. 


ACOLIN McPHEE spent six years in 
Bali prior to World War II, where he made 
an extensive study of Balinese musical 
tradition and style. Tabuh-Tabuhan is 
one of several scores that he has since 
composed based on Balinese Gamelan 
techniques. Mr. McPhee tells us that 
the title of this work is ‘‘a Balinese col- 
lective noun, meaning different rhythms, 
metric forms, gong punctuations, game- 
lans, and music essentially percussive.”’ 
This is a colorful, energetic and often 
rhythmically fascinating work of more 
solid substance than the pseudo-Oriental 
music of Henry Eichheim, which Sto- 
kowski formerly played on records. <A 
novelty, it is nevertheless winning for its 
virtuosic as wel! as its sensitively poetic 
effects. The performance and recording 
are highly competent. 

Elliot Carter’s ballet music, based on 
the Greek legend of Theseus and the 
Minotaur, is a powerful score in a different 
manner from Tabuh-Tabuhan. In modern 
classic idiom, it is more intellectual in 
character. The composer has devised 
motives reminiscent of ancient Greek 
music from which the entire ballet germin- 
ates. The listener must be willing to meet 
the composer more than half way to 
appreciate his ingenuity and compact 
workmanship and also to visualize its 
association with the story of the ballet, 
for even its lyricism cannot be disso- 
ciated from its dramatic implications. 
Here again teamwork of Hanson and 
the recording engineer are most praise- 
worthy. In both these works, the realism 
of orchestral color and body is remarkably 
-P.H.R. 


conveyed in the reproduction. 
e 


PORTER: Symphony No. 1; Concertante 
for Two Pianos and Orchestra; Dance in 
Three Time; Colonne Concerts Orches- 
tra conducted by Quincy Porter with 
André Terrase and Jean-Leon Cohen 
(pianos) in the Concertante. Overtone 
10, $5.95. 


AWHAT a commentary is evoked by an 
American composer's repairing to Paris to 
record two of his larger works. Union 
demands being what they are in this 
country, a composer has to go elsewhere 
sometimes. Well, neither the French 
musicians nor the French engineers have 
let Mr. Porter down. Indeed, they have 
done handsomely by him. Porter’s First 
Symphony, written in 1934, won an honor- 
able mention in the N. Y. Philharmonic 
Society's prize competition in 1937, and 
his Concertante won a Pulitzer Prize in 
1954. The symphony, a firmly knit work, 
has a decidedly international flavor. In- 
fluences of the French school of the early 
thirties prevail, and also the Parisian- 
Russian characteristics of Prokofiev. Its 
outer movements are somewhat modern, 
with pungent and often highly effective 
sonorities, almost completely cerebral 
without any emotional relief. The slow 
movement has a nostalgic character in 


177 








part—an emotional shyness in its way 
which unfortunately does not prevail. 
The Concertante is a finer work, more 
closely knit, deriving from a similar stye- 
but no longer strongly suggesting derivla 
tions. The Dance is an abstract treatment 
of three-quarter time, serious in purpose. 
[he composer is a first-rate conductor, 
who knows how to get the best from an 
orchestra The notes are confined to a 
biography of the composer, with no eluci- 
dating comments on the music P.H.R 
se 
PROKOFIEV: Romeo and Juliet (Com- 
plete Ballet Bolshoi Theatre Orches- 
tra conducted by Gennadi Rozhdestven- 
sky Westminster set XWWN-2206, 
$7.96 


Alli 


ationally is not a_ particularly distin- 


Soviet film now being shown 

guished effort on the whole. Ulanova’s 

dane hg Is heavenly and the scenes ot 

Verona are breath-taking, but the choreog- 

raphy is static and the cast (excepting 

Mercutio) mostly postures like so many 

wooden Indians. All this aside, the sound 

track is more than worth the price of ad- 
mission. Prokofiev's score is an unalloved 
masterwork and it is disgraceful that we 
have had to wait two decades to hear it in 
ts entirety This recorded performance 

- not the sound track as such, but it was 

cone by the same orchestra at about the 
me time. The execution is quite satis- 

factory, albeit somewhat ragged here and 

there Westminster has made miracles 

with the tape; over-all the sound is vir- 

tually domestic in quality JL 
* 

RACHMANINOV: Concerto No. 2 in C 
minor, Op. I8; RACHMANINOYV- 
CAILLIET: Preludes in G, G minor, 

Op. 32, No. 5, Op. 23, No. 5; Eugene 

piano) with the Philadelphia 

Orchestra conducted by 


Istomin 
Eugene Or- 


mandy. Columbia ML-5103, $3.98 


AISTOMIN is a pianist of great gifts, 
but he tends to a certain hardness of tone 
that is not appropriate to this enduring 
Slavic Schmaltz 


the solo part, nevertheless 


An electric traversal of 
Ormandy is 
lways the deferent accompanist, but this 
time he seems to have held down his 
forces to a point at which the justly 
renowned Philadelphia sound is rather 
Over-all the or- 
chestra is a bit muffled. The Cailliet 
transcriptions, contrariwise, are brilliantly 
performed. But why bother? ia 
. 

SCHUBERT: Symphony No. 6 in C; 
GRIEG: Overture—In Autumn; Old 

Vorwegian Romance with Vartations; 

Philharmonic Orchestra  con- 

ducted by Sir Thomas Beecham. Angel 

35339, $4.98 or $3.48 


effectively disguised 


Roval 


AELEGANT is the word for this omnibus 
oncert. The works are all of them de- 
cidedly lesser masterpieces, but Beecham 


loves them and the several performances 


evidence caressing care. Grieg's overture 
is not elsewhere recorded; the set of varia- 
tions is but not at all as well as it is here. 
he symphony is quite serviceably done 
by Keilberth on a 10” Telefunken, but 
Beecham touches the music with magic 
and his engineers are much more in sym- 
pathy. Indeed, this is the best sound I 
have ever encountered in a Beecham re- 
cording; the balance is simply beautiful. 
The extended annotations, by Sir Tommy 
himself, are a vast improvement on the 


usual. a2. 


- 

SIBELIUS: Symphony No. 6 in D minor, 
Op. 104; Symphony No. 7 in C, Op. 105; 
Philharmonia Orchestra conducted by 
Herbert von Karajan Angel 35316, 
$4.98 or $3.48 


SIBELIUS: Symphony No. 2 in D, Op. 
43; the Philharmonia Orchestra con- 
ducted by Paul Kletzki. Angel 35314, 


$4.98 or $3.48 


ATHE Karajan Sixth has come in for 
much adverse criticism, but I like it. This 
is a special sort of piece; its secrets need 
to be pointed up. Karajan does just this, 
and I think with success. His equally 
mannered approach to the Seventh, I agree, 
is inappropriate in the extreme. This 
work needs above all straightforwardness 
if it is to make its points; Karajan dis- 
tends it beyond all logic. 

Kletzki’s Second is wonderful in its free- 
wheeling sweep. It does not do to be too 
careful with this sprawling rhapsody; you 
Kletzki un- 
furls it with all the winds blowing, and 


have to let it go unfettered. 


with huge success. Only Koussevitzky 
and Stokowski have done it so impressive- 


ly The two Karajan performances are 

rather bass-heavy. Kletzki’s is beauti- 

fully recorded. As 
e 


STRAVINSKY: Apollon Musagete; Re- 
nard—H istoire burlesque chantée et jouée; 
Michel Sénéchal (tenor), Hugues Cue- 

Heinz Rehfuss (baritone), 

Xavier Depraz (basso), Istvan Arato 

cimbalum), and Suisse Romande Or- 

chestra, conducted by Ernest Ansermet. 

London LL-1401, $3.98. 


nod (tenor), 


AAPOLLON MUSAGETE is a ballet dat- 
ing from 1928; Renard, a burlesque opera, 
was produced in 1920. Between these two 
dates Stravinsky forsook the daring mod- 
ernism of his earlier masterpieces for the 
spirit of neo-classicism. Apollon pays 
homage to Tchaikovsky, though there is 
in it an odd assortment of other influences 
—much of the music is enough to make 
you see the posturings of classic ballet; 
then in a trice we hear melodies of Vic- 
torian vintage and a page or two of jazz. 
Renard is more definitely for the Stra- 
vinsky enthusiast, but much harder to 
sell to an old fashioned ‘‘music lover.” 
The text of the opera is based on a moral 
fable taken from Russian folklore. It all 
passes very quickly in Stravinsky's almost 


breathless early rhythmic style. The 
present performance is in French. The 
singers are all expert at getting their 
words across, but it will take a keen ear to 
follow them comprehendingly. An earlier 
recording directed by Robert Craft was 
made in this country with a group of 
adroit Americans singing in English. The 
general impression in that performance 
was a great effort, and to a highly credi- 
table extent a successful one, to get the 
words over; still it was not easy to follow 
the story. Aside from that, the new 
recording is far more refined in sound than 
its predecessor, and the important cim- 
balum part is better balanced in the small 
orchestra. Ansermet has his own way of 
making Stravinsky's music sound per- 
suasive, a less crisp and uncompromising 
way than Stravinsky's own, or that of 
his disciple Robert Craft. Whether or 
not this is the official or the right thing in 
the music, it certainly sounds well, and 
I find myself preferring it in both works 


represented here. —P.L.M. 
* 


STRAVINSKY: Concerto for Piano and 
Wind Instruments; Capriccio; Nikita 
Magaloff (piano) with Orchestre de 
la Suisse Romande conducted by 
Ernest Ansermet London LL-1392, 

$3.98. 


AHERE are two of Stravinsky's neo- 
classical works that date from the twenties. 
The concerto, the more significant of the 
two, is most skillfully constructed, pun- 
gent of harmony, ultra personal in ar- 
rangement of old concertante styles. In 
brief, it is a strong piece of decoration. 
Che capriccio, perhaps the more readily 
accessible work, is ingenius and graceful 
but less intense than the concerto. Maga- 
loff, Ansermet, and the fine Swiss instru- 
mentalists give an effective account of 
the capriccio. Their work is rhythmically 
precise, tonally crisp, and jaunty of 
manner. If the same approach had been 
employed in the rendering of the concerto, 
we might have had something equal to 
the Stravinsky performance (now out of 
print). But what we get is a rendition 
that is a mite overrehetorical and conse- 
quently just a bit stodgy. 


For the most part, the recording is 
superb in definition and_ spaciousness. 
The only reservations here concern the 
occasional drop out of timpani tone, and 
here and there the suspicion that the 
balance is overweight in bass. €.3-2.. 

e 
TCHAIKOVSKY: Concerto No. 1 in B 
flat minor; Ventsislav Yankoff (piano) 
with the New Symphony Orchestra of 

London, conducted by Rudolf Schwarz. 

Capitol P-18007, $3.98. 


THE SAME: Julius Katchen (Piano) 
with the London Symphony Orchestra, 
conducted by Pierino Gamba. Also 
LISZT: Hungarian Fantasia. 
LL-1423, $3.98. 


London 
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ATHE two most recent performances of 
this work—which bring the total to over 
20—present a striking contrast. Although 
Yankoff engages in some fine playing, 
especially in the second movement, his 
pace is generally slow and heavy, and his 
performance lacks verve and _ motion. 
Katchen, on the other hand, tends to 
quick tempi, and although the speed may 
occasionally be excessive, he and the 
young Gamba achieve a spirited, enthusi- 
astic and highly dramatic interpretation 
that compares favorably with the best. 
The contrast is perhaps most evident 
when one compares the tempi of the 
Allegro con spirito section of the first 
movement.) Owing to the briskness of 
their pace, Katchen and Gamba have room 
left over for a first-rate virtuoso perform- 
ance of the Liszt Hungarian Fantasia that 
is full of fireworks. The fine London 
sound has the edge over the Capitol. 


E.Z 


CHAMBER MUSIC 


BRAHMS: Sonatas for Violin and Piano 

No. 1 in G, Op. 78 and No. 2 in A, 

Op. 100; Leonid Kogan (violin) and 

Andrei Mitnik (piano Angel 35332, 
$4.98 or $3.48. 


AIF these performances are representative 
of Leonid Kogan’s everyday artistry, and 
not just remarkable demonstrations of the 
moment, then we have another extra- 
ordinarily gifted violinist from the U.S.S.R. 
who ranks with the best—which includes 
David Ojistrakh. First and foremost, 
Kogan is a musician with depth of poetic 


insight, a tonal purity and a repose in 
artistry that is rare in this age of nervous 
tension and virtuosic dross. He is re- 
garded in his native land as one of the 
great violinists, and well he may be. He 
is now 30, and has been playing before 
the public since 1942. Like David Ois- 
trakh, he has the distinction of having 
won first place (at a later date—1951) in 
the Queen Elisabeth Concours Ysaye in 
Brussels, Belgium. No one who admires 
these lyrically eloquent sonatas of Brahms 
should miss an opportunity to hear Leonid 
Kogan play them. To be sure, Isaac 
Stern has given us performances of artistic 
assurance that place them in the fore- 
front, but so too has Kogan. Though the 
latter does not press his tone as firmly as 
Stern, he is not lacking in positiveness or 
virility. The artistic distinction is not 
one that invites derogation of either per- 
former and listening to either, apart from 
the other, one makes no mental reserva- 
tions or comparisons. Mr. Mitnik is an 
ble co-partner, though his tonal qualits 
in the slow movements of the sonatas 
tends to lose color in comparison with his 
tonal quality in the quicker movements. 
Whether or not this is due to recording, 
one cannot be certain, for otherwise the 
P’A.R. 


reproduction is exceptionally fine. 


July, 1956 


THE PHILADEL?HIA WOODWIND 
QUINTET: A‘ Kammermusik, Op. 
24, No. 2 (Hindemith); Trois pieces 
breves (Ibert); Scierso for Wind Quintet, 
Op. 48 (Bozza 
B Flat (Haydn); 


(Beethoven) (art 


Divertimento No. 1 in 
Sextet in E Flat, Op. 71 
or quintet); William 
Kincaid (flute), John de Lancie (oboe), 
\nthony Gigliotti (clarinet), Sol Schoen- 
bach (bassoon), and Mason _ Jones 
(French horn Columbia ML-5093, 


$3.98. 


AWHOLLY a delight, but whoever made 
up the program would have been well ad- 
vised to skip the Hindemith; it has been 
done with rather more style by the winds 
of the Radiodiffusion Francaise (with the 
The Haydn is 


the work from which Brahms extracted 


same Ibert miniatures). 


the theme of his famous Op. 56 variations. 
Purists are entitled to take umbrage at 
the Beethoven transcription; myself I 
find it delectable but it does seem that the 
enlistment of an extra hand for this one 
performance would have been the better 
part of wisdom. Actually the grounds for 
acquiring this disc boil down to the sheer 
perfection of the ensemble; instrumental- 
ists will want it for that alone and they 
will be right. The studio sound is close-up 
and in perfect balance. Be 
e 

REGER: Sonata No. 2, Op. 131-c; 

KODALY: Sonata, Op. 8; Zara Nel- 


sova (cello). London LL-i232, $3.98. 


ANELSOVA is an artist of stature and 
her recordings on the whole have be- 
spoken notable virtuosity, tone, and taste. 
In this latest coupling, however, she invites 
direct comparison with two of the memor- 
able performances of our time—Fuer- 
mann’'s of the Reger and Starker’s of the 
Kodaly. In either case her achievement 
is not a match for the prototype, although 
the Reger is blessed with a richness of 
sound that one could not expect from the 
Columbia re-issue of Fuermann’s noble 
interpretation (which is something over 
fifteen years old). I must admit to a 
certain prejudice as regards the more 
recent work; to these ears no one ever 
has come within miles of Starker in 
plumbing its depths, and any second-best 
seems to me a very poor second-best 
indeed. Rn 


KEYBOARD 


BACH: German Organ Mass; Carl Wein- 
rich (organ). Westminster set (2 
discs) WN-2205, $9.96 


ATHE THIRD volume in Westminster's 
series devoted to the complete Bach 
organ works is actually Part Three of the 
Clavieruebung minus the four duettos 
(probably for harpsichord). It opens with 
perhaps the most tremendous of all Bach’s 
organ works—the Prelude in E flat—and 
moves through 21 chorale preludes of 


varying quality to the great Si. Anne 
Fugue. The chorale preludes are laid out 
as follows: the first six (Kyrie), then thre¢ 
(Gloria), two each for the Decalogue, the 
Credo, the Lord's Prayer, the Sacrament 
of Holy Baptism, the Confession of Sins 
and the Absolution, and the Sacrament of 
Holy Communion. 

The organist is the distinguished Amer- 
ican artist Carl Weinrich; the instrument 
on which he performs, the organ of Var- 
frukyrka in Skanninge, Sweden. The 
playing is good but, for this taste, not 
ideal. A certain stiffness, a kind of un- 
yielding quality in the way the music 
moves, retard one’s enthusiasm. The 
quality of the organ, the clarity of the 
recording, Dr. Weinrich’s scholarship, the 
precision of his articulation, and his taste 
in registration are, of course, distinct mer- 
its that one is now happily becoming 
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accustomed to. 
* 


BACH: Prelude and Fugue in B minor; 
Prelude and Fugue in C minor; Fantasia 
and Fugue in G minor; Fantasia and 
Fugue in C minor; André Marchal 
(organ). London’ Decretet-Thomson 


LP disc DTL-93056, $4.98. 


AFIRST-RATE playing of a fine program 
that includes two of the peaks in the 
entire organ literature—the Prelude and 
Fugue in B minor and the Fantasia and 
Fugue inG minor. The organ is that of the 
musically famous Paris church Saint-Eus- 
tache. It is a superb instrument in its 
own right without being entirely ideal for 
the performance of baroque organ music. 
The church's period of reverberation is 
somewhat long for invariable clarity of 
inner counterpoint. The recording is 
excellent. alt 8 
. 


BARTOK: Mikrokosmos (Books 1 and 2); 
Edith Farnadi (piano). Westminster 
WN- and XWN-18182, $4.98 or $3.98. 


ATHIS is the first of three discs that will 
be devoted to the complete Mikrokosmos. 
Just last month we had a _ complete 
Mikrokosmos from Columbia performed 
by Sandor. It seems strange that we 
should get two such sets of music that is 
for the most part much more valuable 
to the piano student than to the listener. 
Be that as it may, I can report that this 
new disc, which contains the two books of 
least consequence to the music lover, is 
superbly performed and recorded. Though 
Sandor’s playing was admirable, one’s 
feeling is that Farnadi’s is even more 
enjoyable. Hers has a bit more warmth, 
is just a shade more poetic than that of 
her rival. These elements are welcome 
as a foil for the flinty qualities predomi- 
nantly exposed in the playing of these 
works. —C.J.L. 
e 


LECUONA: Andalucia (Suite Espagnol) ; 
ALBENIZ: Songs of Spain; Leonard 
Pennario (piano). Capitol P-8319, 
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ATHIS is clean playing that is, in addi- 
tion, as slick as a whistle. It seems to this 
listener that Pennario has little identifica- 
tion with the style of Albéniz. The pianist 
is a bit more successful with Lecuona, 
but only a bit more. Capitol’s recording 
is superlative aa AS 
* 
LISZT: 12 Transcendental Etudes; Alex- 
inder Borovsky (piano Vox PL-9690, 
$3.98 


ATHE Transcendental Etudes are indeed 
works of transcendent difficulty Un- 
fortunately, as Borovsky plays them they 
The ‘“‘Snow-Whirls” 


ire only mildly tempestuous, the ‘Eroica”’ 


ire merely etudes 


is rather commonplace, and the ‘Feux- 
Follets’’ never takes wing There is a 
minimum of coloration, and the dynamic 
range seldom gets above or below mezzo- 
forte One has to be staggered by the 
virtuoso devices of this music; when the 
octaves and double-thirds are merely 
directionless patterns, the musical inter- 
est, which is inseparable from the tech- 
nical effects, borders on dullness. There 
is, incidentally, a very large cut in the 


most famous of the etudes—the ‘‘Ri- 


cordanza”, No. 9—without any mention 
of it on the record sleeve E.Z 
* 


RAVEL: Gaspard de la Nuit; DEBUSSY: 
Pour le Piano, Three Preludes; CHO- 
PIN: Barcarolle, Op. 60. Three Ecos- 
saises, Op. 72; Gina Bachauer piano 


Victor LHMV-31, $4.98 


AOW ING to an error of labeling or trane 
scription, the Debussy Danseuses de 
Delphes turns out to be one of Liszt’s 
Paganini Etudes (No. 2 in E flat). This 
< not regrettable, for the florid brilliance 


of Liszt provides the perfect show-piece 


for Bachauer’s bravura technique. That 
technique is, of course, also in evidence in 
the Gaspard de la Nuit \ny successful 
performance of this work must be re- 


spected, for if Scarbo is not the most diffi- 
ult piece in the modern repertory, then 
Ondine is. In comparison with Casadesus, 
Bachauer relies more on great technical 
command and less on subtle gradations in 
tone color Sut of the ten available re- 
cordings of this work, the Gieseking is 
still matchless for beautiful coloring and 
ilmost incredible technical ease Of the 
other pieces, Bachauer’s finely-modulated 
The brief 
Chopin Ecossaises are played with delicacy 


Debussy suite comes off best 


nd verve, but the surprisingly wooden, 

choppy and uneven Barcarolle misses the 

boat. Good piano sound cde 

° 

SCARLATTI: Sonatas (Vol. XIV) in 

FLL.75; inG,L. 81; in D minor, L. 211; 

n C, L. 55; in D minor, L. 67; in F, 

297; in D, L. 364; im A, L. 222; 

In A minor, L. 93; in D, 

n A minor, L. 392; Fernando 

harpsichord Westminster 
WN- or SWN-18153, $4.98 or $3.98 


Valenti 


1&0 


SCARLATTI: 1/2 Sonatas (in E, L. 375; 
in B flat, L. 396; in G, L. 286; in C, 
L. 457; inG, L. 288; in D, L. 465; in 
G, L. 387; in B minor, L. 449; inG, L. 
487, in E, L. 23; in F, L. 474; in C, 
L. 5); Maria Tipo (piano Vox 
PL-9940, $3.98. 


AVALENTI continues his project of 
recording all the sonatas of Scarlatti with 
another set of performances marked by 
their rhythmic vitality Three of the 
sonatas are from 1738 or before, and the 
rest from the period 1752-54; all are pre- 
dominantly vigorous, with few quiet or 
introspective passages. The high quality 
of this series was apparent long before 
Vol. 14, and needs no reiteration. For 
those who enjoy Scarlatti on the piano, 
Maria Tipo has assembled a_ cheerful 
group (11 of the 12 sonatas are in major 


keys) including the especially lovely 


E major (L. 23 This is highly accurate, 
crisp plaving, well recorded E.2Z. 
+: 


SCARLATTI: Sonatas in C andG (Longo 
104 and 103 BACH: Prelude and 
Fugue No, 13 in F sharp minor (WTC, 
Vol. 1); 3-part Invention No. 11 in G 
minor; MOZART: Sonata No. 9 in D, 
K. 311; CHOPIN: AMasurkas No. 25 
in B minor, Op. 41, No. 1 and No. 13 in 
A minor, Op. 17, No. 4; SCHUMANN: 
Scenes from Childhood, Op. 15; Carlo 
Zecchi (piano Westminster WN- 
or SWN- 18139, $4.98 or $3.98. 


AZECCHL is a pianist of great delicacy, 
with a suave and silken tone, and this 
program seems designed for demonstrating 
these qualities. Most of the pieces are 
miniatures, even Schumann's Kinder- 
scenen is a_ collection of miniatures. 
Nowhere does the pianist have to go 
bevond a limited range of moderate dy- 
namics and finely-delineated short phrases. 
Within that range Zecchi’s cultured play- 
ing has great beauty The Scarlatti 
Sonatas—two of the loveliest—are played 
lightly, with a tone that is the antithesis 
of harpsichord tone. Similarly, Zecchi’s 
totally unpercussive Bach is in a style 
which is all the more welcome for being 
out of fashion these days. His Chopin, as 
might be expected of a pianist who ap- 
pears to savor each note, is tempo rubato 
in the extreme; but these Mazurkas, 
which are among the most over-ripe of 
Chopin's works, are well-suited to this 
treatment. Only the Schumann suffers 
from generally slow tempi and frequent 
ritards. Compared with Badura-Skoda’s 
far more straightforward performance, 


Zecchi's seems too sentimental. The 

recording does justice to the various 

shades of Zecchi's fine tone —E.Z. 
* 


SCHUMANN: Davidsbuendler Dances; 
Symphonic Etudes; Rudolf Firkusny 


piano). Capitol P-8337, $3.98. 


ACLOSE on the heels of a successful 
début disc is this Schumann coupling 


newly offered by Firkusny. It is not near!\ 
so effective an effort. The Etudes turn 
out best, though they are not ideally 
stated. The intimate poetry of the 
Davidsbuendler Dances is merely suggested 
and not communicated. One seldom hears 
this lovely collection of pieces; it is hard 
to project and it is hard to hold the 
attention throughout the twenty-plus 
minutes performing time. I admire—all 
the same—the pianist who will tackle such 
music and give to it the best he has. (For 
comparison hear the Aeschbacher version 
of the Dances and the Anda and Boukofi 
versions of the Etudes. a RF 


a 
SCHUMANN: Symphonic Etudes, Op. 13; 
Scenes from Childhood, Op. 15; Paul 
Badura-Skoda (piano). Westminster 
WN-or SWN-18138, $4.98 or $3.98. 


ATHIS is fine playing. If exaggeration 
and extremely ‘‘personal”’ playing often 
succeeds in Schumann, it is just as often 
likely to distort the music. Badura- 
Skoda does not take this risk. What his 
performance lacks in fire is amply com- 
pensated for by accuracy, clarity, brisk- 
ness, and a welcome absence of senti- 
mentality. Four of the five Posthumous 
Variations are included in the Symphonic 
Etudes, one placed after the first Etude, 
and the others between the seventh and 
eighth. It might have been better to 
place them all in one cluster near the end. 
without upsetting so early the familiar 
order of the standard pieces. This is, 
incidentally, the only coupling of the 
Etudes with the Kinderscenen. Excellent 
sound. —E.Z. 
- 

SOUTH GERMAN BAROQUE ORGAN 
MUSIC. Works by Pachelbel, Fro- 
berger, Muffat, Kerll, Speth, Kolb, 
Schneider, Maichelbeck. Walter 
Kraft (organ). Vox set DL-223 (3 


discs), $14.85. 


AFOR the most part this is a_ well- 
prepared compendium of South German 
baroque organ music. There are two sides 
devoted to Pachelbel, one side to some bold 
and exciting toccatas by the almost un- 
known George Muffat, one side to works by 
all the other composers listed above except 
Froberger, who has been granted two 
sides. In this view Froberger does not 
merit so much attention; one would have 
preferred more of Muffat or Pachelbel. 
The works of these latter two composers 
are the cream of the set, and Vox might 
consider one day making available a side 
of each as a single LP. 

The organs employed for this recording 
are the Holy Ghost and Trinity instru- 
ments at the German monastery in 
Ottobeuren that were created by Karl 
Joseph Riepp. Completed in 1706, these 
organs are ideal for performing con- 
trapuntal music. The distinctness of the 
various timbres" is ever apparent. One's 
final impression of the overall sound is 
that of sweetness, mellowness and fullness. 
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Columbia Records 
proudly presents the 
original-cast performance 
of Frank Loesser’s 
all-time great 


Broadway musical. 
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Be cic acsaaa 
“Musical Landmark for broadway” 


LIFE MAGAZINE 


And for the first time on records, Columbia introduces The ‘‘PREMIERE 


PACKAGE”... A re-creation of the entire show, both dialogue and music, 
from overture to finale! Sealed in a magnificent album containing three 12- 
inch high fidelity records with an illustrated brochure. Priced at $14.98 


Also available in a condensed version on one 12-inch . $4.98 


Another musical landmark exclusively on COLUMBIA[@| RECORDS 


® “Columbia? |, © Prices are suggested list 
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The organist is Walter Kraft, director 
of the Schleswig Holsteinische Music 
\cademy at Lubeck, who is remembered 
for his fine playing of the Handel organ 
concerti. On this occasion Kraft’s playing 
is scholarly and endowed with appropriate 
warmth of expression It is perhaps 
somewhat short of brilliance, but this is a 
not too serious drawback. Most of these 
compositions do not have the dramatic 
force of many of those produced by the 
North German masters of the same 
period The recording of the organ can 
be enjoyed, but it is hardly up to the very 
best standards today. There were quite 
a few patches of surface noise on the 
discs I heard C24. 

. J 


MASTERS OF EARLY ENGLISH KEY- 
BOARD MUSIC: Estampie “ Retroue”’ ; 
Felix namque (Oxford Offertory); Upon 

La Bounette; La Doune Cella; 

La Shy Myze; Allemande (Anon.); Ut 

re mit (Robert White); Elerne rerum 

conditor (William Blitheman); Natus 
est nobis (Tallis); Fancy in A minor, 

Pavni and Galiardo ‘‘The Lord of Salis- 

bury’ (Gibbons 


la mi re; 


Pavyon (Newman); 
Galtardo in D minor; Courant ‘The 
Princes” (Bull 
1/man (Johnson Alman (Hooper 
His Humor (Farnaby); The Prince of 
Denmark's March (Clarke Two Cor- 
ints (Blow); Fugue in G minor (Rosein- 


Sarabanda (Croft 


grave); Allegro in F (Arne); Lord 
Willoby's Welcome Home; The First & 
Fifth Pavan and Galliard; The Queen's 
llman; The First French Corante; 
Pavan and Two Galliards ‘The Eearl of 
Salisbury” (Byrd Worcester Brawls; 
Pavan and Galliard “Earl Stafford” ; 
Clarifica me Pater; Pavan and Galliard 
Toy, made at Poole Court; 
Fancy; Voluntary; Pavan and Galliard 


in A minor; 


in G; Variations on “What if a day” 

lomkins 
harpsichord, clavichord). Oiseau-Lyre 
set OL-50075, 76, 2 discs, $9.96. 


Thurston Dart (organ, 


A THIS set contains a wealth of keyboard 
music from the earliest days of English 
music through the late 17th Century, 
plaved on the organ, harpsichord and 
clavichord. The first seven selections are 
played on a bureau organ built by Snetzler 
ibout 1760. It has a charming, intimate 
tone, ideally suited to these pieces. Some 
of the anonymous pieces are played on the 
clavichord while the rest are on the 
harpsichord. Some of the composers have 
been merely names in history books until 
this release: Robert White (c. 1535-1574), 
William Blitheman (d. 1571 


whose first name is unknown as are his 
dates), Robert Johnson and Edmund 


Newman 


Hooper It is interesting to hear the 
familiar Purcell “Trumpet Voluntary” in 
ts original form, i. e. Jeremiah Clarke's 
Prince of Denmark's March. Perhaps the 
greatest wealth in the set, however, is 
contained on the second record, devoted 
entirely to William Byrd and his pupil, 
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Thomas Tomkins. The music is in- 
describably moving, and the playing, 
fortunately, is in the same class. The 
variety of moods and feelings are tre- 
mendously stimulating to the listener, 
especially since the recorded sound is so 
vital and full-bodied. 

This is an ideal supplement to the fine 
set of English Keyboard Music released 
some time ago by London (LL-712/13) 
in which Mr. Dart played some similar 
selections. The new set however, is in a 
very special category—a must for all 
serious collectors of keyboard music. 


—R.R. 
BARTOK: Cantata profana; Richard 
Lewis (tenor); Marko Rothmuller 


(baritone); New Symphony Orchestra 
and Chorus, conducted by Walter 
Susskind. Four Slavic Folk Songs 
(1917); From 27 Choruses (1935); 
Concert Choir conducted by Margaret 
Hillas. Barték BR 312, $5.95. 


ATHE Cantata is a bold and vital work 
dating from 1930. The text is by Bartok 
himself, based on a Roumanian folk 
ballad. In this performance it is sung 
in English. The rhythmic verve of the 
music, the instrumental color of the 
orchestral background, are manifest in 
this exciting recording. It is necessary, 
however, to keep an eve on the text as 
printed on the sleeve in order to get the 
sense of what the chorus is singing. When 

Richard Lewis enters with his first solo 

things are different, for despite the awk- 

ward intervals in his part and the fact 
that the translated words cannot be 
expected to fit them at all, he manages to 
make every syllable clear and telling. 
Hardly less admirable are the diction and 
delivery of Marko Rothmuller. If the 
reproduction has a fault, it is the ampli- 
fication of these two voices out of pro- 
portion with the chorus, but in this lies 
also some of the clarity I have just been 
admiring. The choruses on the reverse 

are likewise sung in English, but Mill 

Hillas’ singers manage to make them more 

intelligible than do their British colleagues. 

Perhaps this is partly due to the nature 

of the songs, which are unaccompanied 

and compact in themselves. P.L.M. 

- 

BRAHMS: Ein deutsches Requiem, Op. 
45; Maria Stader (soprano), Otto 
Wiener (basso), St. Hedwig’s Cathedral 
Choir, Berlin Motet Choir and Berlin 
Philharmonic Orchestra conducted by 
Fritz Lehmann. Decca DX-136, 2 
discs, $9.96. 


AIT IS sad to receive this all too appro- 
priate recording for review so shortly 
after reading of the death of Fritz Leh- 
mann, a conductor from whom we have 
had many fine recorded performances. 
The Requiem has been waiting for a really 


adequate recording; this is unquestion- 
ably the best so far, and, with a few 
reservations, a very good one _ indeed. 
The opening chorus is extremely soft at 
the outset, almost alarmingly so, for the 
sound is very distant and a little muffled. 
But the build-up to the climax quite 
justifies this. The tempo of the first 
chorus is very sustained and deliberate, 
but the conductor succeeds in making his 
effect. The “dead march” of the second 
movement may lack the inexorable drive 
and the shattering development of von 
Karajan’s performance, but of course the 
recording here is incomparably superior. 
And there are less loose ends in the per- 
formance. Karajan, to be sure, molds 
such phrases as So seid nur geduldig more 
lovingly than does Lehmann, but the 
proclamation Aber des Herrn Wort really 
hits you in this performance, and the 
fugue that follows is tremendously ex- 
citing. 

The most familiar portion of the work, 
Wie lieblich sind deine Wohnungen, flows 
serenely as it should, with a tone at once 
light and solid. Something does not quite 
happen in the tonally lovely singing of 
Maria Stader because, I think, of micro- 
phone placement. She is too close upon 
us (her voice should come to us like a 
message from heaven), and she is not 
ideally balanced with the chorus. Her 
first entrance is marred by a too promi- 
nent oboe attack. And her diction, es- 
pecially the carefully pronounced final 
t's, is exaggerated. Finally, she takes too 
many breaths. For his part Wiener 
proves serviceable, by no means sensa- 
tional. The final chorus is admirably 
built up. One unfortunte feature of the 
set is the break between the first and 
second sides, before the return of the 
march theme. P.L.M. 
oa 
DONNE: Love Poems—The Good Mor- 
Twickenham 

Gardens; The Anniversary; The Ecstasy; 

The Canonization; The Funeral; Divine 

Sonnets—At the round earth's imagined 

corners; Death be not proud; Good 

Friday 1613, Riding Westward; Son- 

nets—Batter my heart; Thou hast made 

me, Hymn to God the Father; WORDS- 

WORTH: Upon Westminster Bridge; 

Surprised by Joy; There was a boy; The 

Tables Turned; Daffodils; The Solitary 

Reaper; Sonnets—0O friend, I know not 

which way I must look; Milton, thou 

shouldst be living at this hour; It is not 
to be thought of; The world is too much 
with us; Lines written in early spring; 

Ode—Intimations of Immortality from 

Recollections of Early Childhood; Chris- 

topher Hassall (reader). Westminster 

WN-18140, $4.98 or SWN-, $3.98. 
ATHERE is a good deal to be said for 
the tenet that all poetry should be read 
aloud; surely it is as much a matter for 
the ear as for the eye and the intelligence. 
Especially the poems of Donne given here 
are apt to yield new shades and subtleties 


row; The Sun Rising; 
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when those who have often read them 
hear them for the first time. Hassall, 
whose name is at present familiar mainly 
is the librettist of Walton’s Troilus and 
Cressida, has a good clear, solid voice; he 
brings out the meanings in the poems 
without ‘‘elocution”’ or theatrical effects. 
His dynamic level is gratefully reticent; 
he never rants, though he can express 
anger; he never shouts, though he can 
make a joyful meaning felt. His inflec- 
tions are thoughtful and unforced. The 
Holy Sonnets of John Donne will have 
especial interest in connection with the 
recently recorded Britten song cycle 
founded upon them. PL... 
~ 
FAURE: Requiem, Op. 48; 
Danco (soprano), Gérard Souzay (bari- 
tone), L’Union Chorale de la Tour de 
Peilz and Orchestre de la Suisse Ro- 


Suzanne 


mande, conducted by Ernest Ansermet. 


London LL-1394, $3.98. 


AAMONG the four previous modern 
recordings of the Requiem (none of which 
is without some merit) there are two 
characteristic approaches. Cluytens and 
Leibowitz belong to the atmospheric 
school; to them the important thing is 
the exalted mood of the composer, the 
feeling of serene comfort overcoming a 
sometimes poignant restlessness. Fournet 
and Roger Wagner are less interested in 
the pianissimo markings than in_ the 
contrasts; details of orchestration or of 
textural quality concern them more than 
the otherworldliness of some of the 
movements. On the whole Ansermet 
leans to the latter school, but his is a 
bigger outlook than that of his colleagues, 
and so he also catches something of the 
other point of view. The opening for- 
tissimo orchestral octave D and the soft 
choral response are admirably clear and 
solid. O Domine Jesu Christe is not as 
soft as some conductors have made it, 
but the resulting effect is of an even 
greater urgency. Souzay’s entrance is 
very effective, with its crescendo and 
diminuendo. ‘The baritone is in his best 
voice and sings with a great and sincere 
earnestness. In the Libera me his diction 
could be more positive, but there is a 
searching restlessness in the Tyremens 
section. Ansermet brings out some striking 
orchestra details in the return of the 
Libera me. The Sanctus, whose trumpet 
calls at the climax never lose their potency, 
is superbly sung here. Danco is disap- 
pointing in the Pie Jesu, for her voice has 
taken on a quaver that mars the mood 
Furthermore, she is 
placed too close to us, and her attitude 
seems casual. The marvelous melody 


of this lovely solo. 


that introduces the Agnus Dei is taken 
too fast, I think, but the entrance on 
Lux eterna is stirring. The organist uses 
n effective registration in the Jn paradiso, 
but the feeling of this final movement is 
There are so 
nany admirable details in this performance 


nore positive than usual. 
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that I am tempted to call it the best so 
far. But I would tind it hard to give up 
Cluytens or Leibowitz altogether. 
P.L.M. 
+ 


SONGS FROM MEXICO: La Paloma 
Blanca; Preguntales a las estrellas; Mi 
Sueno; Yo no se si mi queres; Nadie me 
quiere; Carmela; Un Parajito; La Sena; 
El Perico; La Calle de la Paloma; En- 
cantadora Maria; El Galan Incognito; 
Noche Serena; La Hamaca; Las Golon- 
drinas; La Golondrina; El Tiele; Car- 
men Priette (soprano) and Bert Weedon 
(guitar). Westminster WN-18142, $4.98 
or SWN- $3.98. 


AMISS PRIETTE, a tasteful and musical 
artist with a sweet, well-trained voice, is 
more sensitive than most singers we hear 
in music of this kind. Though she has 
had an active opera career both in this 
country and abroad, she has happily not 
lost the simple approach without which 
such songs as these become pretentious 
and overweighted. By way of variety, 
she often changes her key or her register 
as she passes from one stanza to the next. 
Not much more could be made of the 
songs. They are attractive, though there 
may be too many of them for one listening 
session. PLM. 
a 
MARGUERITE NAMARA Favorite 
Arias and Songs: Adios Granada 
(Calleja-Barera); Nana and Polo (de 
Falla); Street Cries (arr. Namara); 
Carmen-Sequidilla and Habanera (Bizet) ; 
Sevillanas (arr. Namara); Mozart-La 
Lettre (Hahn); Je te Veux (Satie); 
Aime-moi; Coquette; L’Oiselet (Chopin- 
Viardot); Le plus beau present (Hahn); 
Fleur des Bles (Debussy); Pour un 
Baiser (Tosti). All accompaniments 
by Mme. Namara on the piano and 
on the spinet. IRCC L-7009. $4.00. 


AANYONE who responds to a_ vivid 
musical personality, to a woman who is 
an artist to her fingertips, will want this 
10-inch disc of arias and songs by Mar- 
guerite Namara. Trained by Jean de 
Reszke, and coached by Melba and 
Manuel de Falla, this fascinating singer 
made her début in Genoa as Marguerite 
on August 10, 1908. Mme. Namara can 
still delight a rommful of people with the 
particular magic that is hers. Proof of 
this may be found in this recording, many 
of whose selections were made as recently 
as last June. Others were recorded in 
1946 and 1948. It is stated with honesty 
on the record-jacket, that ‘‘These re- 
cordings of varying mechanical quality 
were made intimately in her studio.” 
Most of them sound very well indeed. 

Of particular interest are three Chopin 
mazurkas, arranged by Pauline Viardot. 
A few strident top tones (though there is 
an excellent top C) are more than offset 
by the singer’s delicate trills and orna- 
mentations—almost a lost art. Debussy’s 
haunting Fleur des Bles stresses much 


loveliness of tone, and is one of the gems 
of the collection. On the second recor 

side, Mme. Namara reverts to a chesty 
flamenco style, which she has apparently 
mastered to perfection. Her French and 
Spanish diction are completely authentic. 
You will be surprised at the singer's 
pianistic gifts, particularly in the Chopin 
numbers. In the Carmen Habanera and 
Seguidille she is far more convincing than 
most of the present-day aspirants to this 
most elusive of roles. The enormous 
vitality, present in all these selections, 
is undoubtedly the keynote to this record. 
The disc may be obtained from William 
H. Seltsam, International Record Col- 
lectors Club, 318 Reservoir Avenue, 
Bridgeport 6, Conn. —M.deS. 


oe 

ORFF: Trionfo di Afrodite—Concerto 
Scenico (Complete); Annelies Kupper, 
Elisabeth Lindermeier, and Elisabeth 
Wiese-Lange (sopranos), Richard Holm 
and Ratko Delorko (tenors), Kurt 
Boehme (bass), Bavarian Radio Or- 
chestra and Chorus conducted by Eugen 
Jochum. Decca DL-9826, $3.98. 


ORFF: Catulli Carmina—Ludi Scaenici 

(Complete);  Annalies Kupper  (so- 
prano), Richard Holm (tenor), Hans 
Weissenbach, Walter Faith, Julius Karr- 
Bartoli, and Kurt Prestl (pianos), per- 
cussion instruments and Chorus of the 
Bavarian Radio conducted by Eugen 


Jochum. Decca DL-9824, $3.98. 


ASUBSCRIBERS will remember that 
Carl Orff was introduced to the American 
recordings public in the pages of this 
journal; his exciting ‘‘scenic cantata” 
Carmina Burana had been reviewed here 
months before the composer suddenly 
came into vogue. Decca now has fulfilled 
its promise to bring us the rest of the 
trilogy (Trionfi) of which Carmina Burana 
forms the first third. The second, Catulli 
Carmina, has appeared on the Vox label 
in the interim, but Decca’s version is more 
desirable in every way. Attention centers 
on the previously unknown Trionfo di 
Afrodite. This is an important work, 
stunning in its impact and wondrous in 
its sophisticated use of the most elemental 
The text, assembled 
out of Catullus, Sappho, and Euripides, 
has to do with the institution of marriage; 
one might reasonably say that the score 


musical materials. 


represents a symbolization of matrimony. 
Its methods, characteristically, involve 
the stripping naked of harmonies and the 
reducing to monosyllabic utterance of 
complex (or subtle) rhythms. Both of 
these performances are surchatged, thanks 
largely to the dedicated and enormously 
skillful Jochum. The soloists are entirely 
satisfactory, Kupper and Holm in par- 
ticular. The fine Deutsche Grammophon 
tapes have been handsomely processed. 


naff 3. 


- 
ON WINGS OF SONG: Dorothy War- 
enksjold (soprano) with Jack Crosson 
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at the piano 


On Wings of Song (Men- 
delssohn); Ave Maria and Staendchen 
Schubert Vergebliches Staendchen and 
Wiegenlied (Brahms); Al Amor (Obra- 
Estrellita (Ponce); The 
Lord's Prayer (Malotte); Ave Maria 
Bach-Gounod 


dos-Castillejo 


St mes vers avatent des 
ailes (Hahn); Let My Songs Fill your 
Heart (Charles Do Not Go my Love 
Comin’ thru the Rye (Tra- 
ditional Colombetta 
Capitol P-8333, $3.98 


Hageman 


Buzzi-Peccia 


ATHEY will give titles to records. Ac- 
tually this is a song recital and should have 
Miss Warenksjold, be- 
cause of the title, gets off on a left foot 


been so labeled 


since she sings the Mendelssohn song in 
English, whereas thereafter she sings all 
the other songs in their original languages. 
This recital is a sort of bargain-counter 
one, the type of program one would expect 
to hear at a women’s club. Of course, it 
aims for the popular market, but it fails in 
one respect to meet requirements, for 
there are no texts supplied on the envelope. 
ro Miss Warenksjold has vocal charm and 
artistic taste. Generally, she finds the 
right mood for a song but as yet she fails 
to create unforgettable moments in any 
song that efface memories of others. This 
is especially true in her Lieder, where the 
Brahms’ Staendchen lacks sufficient con- 
trast But her consistent vocal charm 
Some, like 


mvself, may wish that a few too obviously, 


gives pleasure to the listener 


sentimental selections had been omitted 
or placed in different sequence The 
recording is quite lifelike and well balanced. 


J.N 
* 

OPERATIC RECITAL NO. 3 by RE- 
NATA TEBALDI: Le Nozze di Figaro 
Porgi amor and Dove sono? (Mozart 

ldriana Lecouvreur—Io sono lumil 

Pver hort Cilea); La 

Wally Ve mai dunque avro pace Cata- 


lani Lodoletta 


incella and 
Fiamme n pe rdonamti 
William Tell—Sevla opaca 


Cec ilia 


Mascagni 
L’Annunzio and 
Death of Cecilia (Refice Orchestra of 
Santa Cecilia, 
conducted by Alberto Erede 
LL-1354, $3.98 


Rossini 
\cademia di Rome, 


London 


AOF the three operatic recital by Renata 
lebaldi, this is the most interesting. 
Never before have her sumptuous, opulent 
tones ridden the orchestra with such 
security and assurance as in this admirably 
recorded disc. But what is a vocal virtue 
may also become an interpretative short- 
coming, for there are times when things 
seem almost too pat, as imagination is 
brushed aside by realism. Thus, some of 
this rather off-beat music has been more 
memorably sung by others Here we 
meet Tebaldi for the first time as a Mozart 
singer Her voice seems ideal in the 
music of the Countess, which she gives 
with wonderful steadiness and exemplary 
yreath-control. Only lacking is a certain 
sensitivity and penetration; otherwise 


184 


Tebaldi is the regal, imposing character 
Mozart surely had in mind. 

Best singing of all is in the long recita- 
tive and cavatina from William Tell, and 
in the two better known arias from 
Adriana Lecouvreur, where the voice 
An unfamiliar 


aria from La Wally is of interest and 


takes on singular beauty 


superbly sung, and so is the lovely passage 
from Lodoletta. ‘The two passages from 
Cecilia have not been heard since Muzio 
sang them for Columbia in the 1930s 
She created this role, 
and it must be admitted that, despite 


(they are on LP 


beautiful singing, Tebaldi does not match 
the exalted fervor and particular magic 
Whatever 


reservations one may make here, one will 


of her great predecessor. 


ultimately want this record because it 
mirrors accurately one of the finest 
sopranos of our day, singing music that 
has not (in most cases) been too often 
recorded. Erede and the orchestra follow 
Tebaldi’s cloudless artistry with care 


and respect. M.deS. 


* 

QUILTER: Song Cycle to Julia; Three 
Songs by William Blake; Seven Eliza- 
bethan Lyrics; Three Songs by Shelley; 
\lexander Young (tenor) with Gordon 
Watson (piano). 
RG-36, $4.98 


Westminster-Argo 


AROGER QUILTER (1877-1953) had 
a gift for lyric melody and a certain 
stylistic ingenuousness that has always 
given pleasure when artists like John 
McCormack and John Coates sang his 
songs. Eric Blom has said of Quilter that 
was an illustrator who worked on a small 
scale ‘‘but in his limited way with a well 
trained hand”. During that period when 
English song writers were turning out 
conventionally sentimental ballads, Quil- 
ter’s output was decidedly refreshing for 
its lyric grace, though the formula became 
rather obvious. But Quilter wrote some 
fine songs of which there are four in this 
recital: three from the Robert Herrick 
cycle to Julia To Daisies, The Night 
Piece and Cherry Ripe—and one from the 
Elizabethan group—Fair House of Joy. 
rhere is a place for Quilter’s songs when 
a singer has the ability to maintain a true 
legato style and to create a well remem- 
bered mood. Mr. Young is an agreeable 
rather than an arresting singer. His 
vocal production is uneven and he does not 
vary sufficiently his interpretations. Since 
the cycle To Julia was written with a 
string quartet accompaniment and once 
recorded in this manner by the English 
tenor Hubert Eisdell, it is pity that Mr. 
Young did not make arrangements for a 
similar accompaniment to vary the char- 
acter of his program. The recording is 
decidedly better than the Argo release 
issued in England and generally well 


-P.H.R. 


balanced 
. 
THE ART OF AKSEL SCHIOTZ: 
1 perite mihi portas justitae (Buxtehude) ; 


St. Matthew Passion—Ich will bei meinem 


Jesu wachen (Bach); Christmas Oratorio 

Frohe Hirten eilt, ach eilet (Bach) 
Die Jahreszeiten—Mit Wuerd, und Ho 
hett (Haydn); Messiah—Every valle: 
shall be exalted (Handel); Cosi fan tutt 

Un aura amorosa (Mozart); Di 
Zauberfloete—Die bildnis (Mozart); Don 
Giovanni—Dall sua pace and Il mio 
tesoro (Mozart); Aksel Schiotz (tenor 
with assisting artists in the Buxtehude 
Cantata, Instrumental Ensembles and 
orchestras conducted by M. Woeldike 
and Egisto Tango. RCA Victor LM- 
1968, $3.98. 


ATHESE recordings were made before 
the singer had his operation in the winter 
of 1947-48. Since then, he has changed 
to a baritone and the quality of his 
earlier voice has been somewhat impaired, 
but he still remains an artist of rare 
distinction. Here, we find him at his best 
vocally, giving with his fine musicianship, 
exemplary taste, and impeccable diction 
performances that elicit unqualified praise. 
The surprising element of this recital is 
the fine quality of the LP dubbing, for it 
compares so favorably with the original 
recordings that most will want this more 
convenient and less destructible way to 
enjoy the singer's artistry. One would 
like to linger over the various selections, 
but suffice it to say that Schiotz’s gifts 
as a vocalist and a musical stylist give 
almost equal pleasure in every instance, 
beginning with his part in the Buxtehude 
Cantata (his first recording that Victor 
issued back in the 1940s) and ending with 
his fine singing of one of Mozart's most 
difficult arias, J/ mio tesoro from Don 
Giovanni, a performance that only the 
late John McCormack bettered. While 
this is admittedly a valued collector's 
record from the Victor archives, it is 
lamentable that no texts or translations 


Pte. 


are supplied with it. 


IRMGARD SEEFRIED IN PERSON 
Auf dem Wasser zu singen and Lachen 
und Weinen (Schubert); Dein blaues 
Auge and Staendchen (Brahms); Kin- 
derstube (The Nursery) (Mussorgsky 

Heuernte, Bet der Braut, 

Hochzeit, Wiegenlied and Burschentanz 

(Bartok); An eine Aeolscharfe, Das 

verlassene Maedglein and Begegnung 

(Wolf); Staendchen (R. Strauss); Irm- 

gard Seefried (soprano) with Eriko 

Werba (piano). Decca DL-9809, $3.98. 


Dorfszenen 


ATHIS Lieder recital was derived from 
concerts given by the gifted Miss Seefried 
in four German cities this past year. 
While it is an admirable procedure to 
record live performances, where the artist 
is often more communicative with listeners 
present than in the recording studio, as 
Miss Seefried suggests here, the inclusion 
of audience applause is a distracting 
element in repeated playings. Yet, no 
admirer of Miss Seefried should miss this 
felicitous demonstration of her perceptive 
artistry, highlighted by her skillfully 


The American Record Guide 








contrast 
delightfi 
engaging 
She reve 
familiar 
and Str 
parisons 
aré not 
has_ bee 
with th 
cu sing 
Serenad 
might | 
all these 
and ki 
honors 
have d 


WEILI 
(Stu 
Vohl 
Mar 
Due: 
Char 
duct 
E-32 


ABAC 
scheno, 
in Ber 
made 
school: 
Japan 
respec 
strong 
a cliff 
ese m™ 
somet 
Weill 

caden 
hardly 
was I 
Nazis 
privec 
piece. 
Der J 
Germ 
of its 
count 
piece. 
chunk 
text s 
ance 

Prots 
he cc 
may | 
But a 
his el 
ment 
of the 


tion ¢ 


F 


ALFV 
Berg 
Pan 
con 
Kin 
The 
Stig 
sam 


Wes 


July, 





torio 


ch 
Ho 
alle: 
tutt 
Di: 
Dor 
mio 
nor 
hude 


and 


dike 


LM- 


fore 
inter 
nged 
his 
ired, 
rare 
best 
ship, 
‘tion 
‘aise. 
al is 
or it 
rinal 
more 
V to 
ould 
ions, 
gifts 
give 
mice, 
hude 
ictor 
with 
most 
Don 
the 
Vhile 
tor’s 
it is 
tions 


pa. R. 


IN 
chen 
laues 
Kin- 
ky 
rau, 
lan: 
Das 
UNL 
[rm- 
riko 
3.98. 


from 
fried 
ear. 
e to 
rtist 
ners 
, as 
sion 
ting 
, no 
this 
tive 
culls 


utde 





contrasted renditions of Mussorgsky’s 
delightful Nursery suite and the equally 
engaging folk songs arranged by Bartok. 
She reveals divergent artistry in the more 
familiar Lieder of Schubert, Brahms, Wolf 
and Strauss. In recitals like this, com- 
parisons with other versions of the songs 
The recital 
has been skillfully arranged, beginning 
with the lovely Schubert Auf dem Wasser 


aré not necessarily invoked. 


su singen and ending with the volatile 

Serenade of Strauss, which one suspects 

might have been used as an encore. In 

all these songs, Erika Werba is a competent 
and knowing accompanist, who shares 
honors with the soprano. The engineers 
have done justice to these artistic ladies. 
J.N. 

* 

WEILL: Der Jasager; Josef Protschka 
(Student), Lys Bert (Mother), Wilibald 
Vohla (Teacher), Walter Jenckel, Hans 
Markus, Alfons Holte (3 Students), 
Duesseldorf Children’s Chorus and 
Chamber Orchestra of Duesseldorf, con- 
ducted by Siegfried Kohler. M-G-M 

E-3270, $3.98. 


ABACK IN the days when their Dreigro- 
schenoper was enjoying its sensational run 
in Berlin, Kurt Weill and Bert Brecht 
made this little opera expressly for use in 
schools. The story is based upon a 
Japanese fable of the sick boy in whom 
respect for custom and tradition is so 
strong that he is willing to be thrown over 
a cliff by his fellow travelers. The Japan- 
ese may have considered the child as 
something of a hero, but to Brecht and 
Weill such a “‘yesman” represented de- 


cadence and unnecessary waste. One is 
hardly surprised that their point of view 
was not enthusiastically shared by the 
Nazis, or that German children were de- 
prived of the opportunity to play in the 
piece. Perhaps under other circumstances 
Der Jasager might have appealed to the 
German mind, yet it is hard to conceive 
of its making a great impression in this 
country. By now it is definitely a period 
piece. Its music is like warmed-over 
chunks of the authors’ masterpiece. The 
text seems at best naive. The perform- 
ance is good. The treble voice of Josef 
Protschka is properly guileless; at time 
he comes near to being moving, which 
may not be what the writers had in mind. 
But a good deal of his singing, like that of 
his elders, is made strident by the place- 
ment of the microphone. The main value 
of the disc, I think, lies in its documenta- 
—P.L.M. 


FURTHER RECORD REPORTS 


ALFVEN: Midsommarvaka (Midsummer Vigil); 
Bergakingen (The Mountain King) (A Ballet 
Pantomime); The Royal Swedish Orchestra 
conducted by Hugo Aliven; RANGSTROM: 
King Eric's Songs; Erik Saeden (baritone) with 
The Royal Swedish Orchestra conducted by 
Stig Westerberg; Divertimento Elegiaco for Strings; 


tion of the composer’s career. 


same orchestra conducted by Mr. Westerberg. 
Westminster WN or SWN 18131, $4.98 or $3.98. 


July, 1956 


ANOT ALL composers are adept conductors of 
their own works, but there is more than ample 
reason here to feel that Ilugo Alfven, the grand old 
man among Swedish composers (he is now 84), 
periorms his Midsummer Vigil in a more persuasive 
manner than most. There is a certain amount of 
nostalgia suggested in his performance; yet none 
of the youthful frolic or sentiment of the score is 
lost. The recording brings out the ingenious scoring 
as well as any other. The Mountain King is an 
adroit handling of its program, pleasantly tuneful 
and listenable. 

The songs of Ture Rangstrom (1884-1947), who 
was prominent in Swedish musical life as a com- 
poser, conductor and critic, are of the ballad type, 
well written for the voice and musically imaginative. 
The singer has a fine voice and, one feels, does full 
justice to them. No translations are included 
(probably owing to copyright restrictions), and 
this is a pity because one would like to know the 
nature of the words; the brief descriptions do not 
suffice. Rangstrom’s Divertimento is aptly de 
scribed as compounding “‘sweetness and light with 
its overall air of melancholy.’ Its sentiment is 
offset by its fast sections, which are decidedly its 
most engaging attributes. -P.H.R. 

* 

BACH: Matthaeuspassion; Cory Bijster (soprano); 
Annie Delorie (contralto); Willy van Hese 
(tenor); Carel Willink (basso); Willy Busch 
(violin); Johan Feltkamp (flute); Koos Verheul 
(flute); Piet Lenz (viola da gamba); H. Sekreve 
(cello); Hans Philips (harpsichord); Alex 
Schellevis (organ); Amsterdam Oratorio Chorus; 
Vredescholen Boys Choir and _ Rotterdam 
Chamber Orchestra conducted by Piet van 
Egmond. Concert Hall CHS 1255, 3 discs, 
$11.94, 


AWE ARE not told the circumstances of recording 
this Saint Matthew Passion, but from the slight 
aura of echo (not enough to dim the clarity of the 
contrapuntal choruses) I would hazard a guess that 
it might have been made in a church. The choral 
and orchestral work is very good; by and large the 
tempi seem to me well chosen, though the opening 
chorus is on the slow side and the great O Mensch, 
bewein dein Sunde gross crowning the first part of 
the work is sung rather choppily against the smooth 
string section. Surely a point was missed in the 
wonderful Wo ist nun dein Freund gegangen. The 
chorales are mostly effectively sung, though van 
Egmond belongs to the school that takes the 
fermatas for genuine holds. There is not as much 
drama as there might be in such spots as the Sind 
Blitze und Donner chorus. But there are a number 
of felicitous touches that stand out with the air of 
novelty —such as the prominence of the tenors in 
the chorus Herr, bin ich's?, suggesting the voice of 
Judas, the dragging accents of the violins in the 
duet-with-chorus So ist mein Jesus nun gefangen; 
the soft phrase with which the final chorus closes. 
As for the soloists, the best of them is the Evange- 
list, who is, after all, the most important. His 
voice at first seems a little heavy in quality, but 
for the most part he negotiates the tessitura satis- 
factorily, and his singing is expressive. He has the 
double assignment of the arias and the recitatives. 
Willink, the basso, has a pronounced vibrato which 
disturbed me in the words of Jesus, and in his 
arias he has a tendency to be pedestrian. Miss 
Delorie’s tones are light for the big contralto 
moments (some of the biggest in the work) though 
she manages Erbarme dich with real feeling. Where 
I missed the weight most was in the recitative 
Erbarm dich Gott. The soprano is a weaker link; 
her voice is not one that always floats with ease, 
and in Blute nur I wondered if she and the con- 
ductor really see eye to eye in matters of tempo. 
The performance is complete except for some 
shortened da capos and an occasional chorale 
stanza—one amazing instance being the first verse 
of O Haupt voll Blut und Wunden. In order to get 
the whole work onto three discs things may have 
been crowded a bit; there is a pause but no band 
between parts one and two of the score. 

All in all, this is one of the better St. Matthews, 
less impressive and less erratic than Scherchen's 
and a step or two below the best of Grossmann’s. 
Both those older sets have better soloists. —P.L.M. 


BACH, J. S.: Toccata and Fugue in D Minor 
(“Dorian")(BWV 538); Allabreve in D (BW 
589); Toccata in E (BWV 566); Canzona in D 
minor (BWV 588); Carl Weinrich (organ of 
Varfrukyrka in Skaenninge, Sweden) West 
minster WN- or SWN-18148, $4.98 or $3.98. 


ATHE second in Carl Weinrich’s series of the 
complete organ works of Bach contains some of the 
more popular and familiar pieces. Weinrich plays 
these in a rather sober, scholarly fashion, yet with 
much warmth and humanity. His tempi are 
generally faster than Schweitzer's, yet he achieves 
some of the dignity and grandeur of the great Bach 
scholar, without feeling that he is playing like a 
virtuoso, although, of course, he is. The instru- 
ment has considerable variety of color and the 
acoustics of the church are excellent without being 
overpowering. There is little of the intimacy that 
one gets from the baroque organs that Helmut 
Walcha plays in his magnificent Archive Series 
recordings, but there is a vitality and drive that 
is sometimes lacking in the playing of the German 
organist. The recording is among the finest organ 





reproductions currently available. R.R. 
+ 
BEETHOVEN: Concerto No. 2 in B flat, Op. 19; 


Concerto No. 3 in C minor, Op. 37; Freidrich 
Wuehrer (piano) with the Pro Musica Orchestra, 
Stuttgart, conducted by Walther Davisson. 
Vox PL-9570, $3.98. 


ATHESE are solid and academic performances 
that are adequate but not outstanding. The slow 
movement of the C minor lacks color, and the last 
movement seems a bit heavy-handed. The piano 
tone tends to be percussive. On the credit side, 
Wuehrer and Davisson appear to be in complete 
accord, and there is consistency of style throughout 
the satisfactorily recorded disc. E.Z. 
* 

BEETHOVEN: Sonatas No. 3 in C, Op. 2, No. 3; 
No. 10 inG, Op. 14, No. 2; No. 25 inG, Op. 79; 
Georges Solchany (piano). Capito! P-18011, 
$3.98. 


ATHIS disc includes one of the earliest and two of 
the slighter and more lyrical of Beethoven's piano 
sonatas. The G major, Op. 14, No. 2, is the least 
recorded and probably the least known of the 32. 
Solchany plays them with precision and accuracy, 
but the first movement of the Op. 14, No. 2 sounds 
rather wooden, and the slow movements need more 
colorful playing to bring out their full lyricism. 
The best playing is in the Presto of the Op. 79, where 
Solchany conveys the headlong flight of this 
delightful dance-movement. Good sound. £.2. 
7. 


BRAHMS: Symphony No. 3 in F, Op. 90; Tragic 
Overture; Academic Festival Overture; the Minne 
apolis Symphony Orchestra conducted by Antal 
Dorati. Mercury MG-50072, $3.98. 


ATHE bargain aspects of this program notwith 
standing, Dorati’s way with Brahms does not seem 
to me competitive. His orchestra is a beautifully 
responsive instrument, so that the vulgarity of 
expression throughout must be laid to the con 
ductor. Still, this is the only version of the Third 
that includes anything whatever additional, and 
the sound is tip-top. But I will not part with my 
oldisb Koussevitzky just yet, thank you, and I 
commend that performance, along with the elegant 
ones under Ormandy and Toscanini (the Walter and 
Boult are not yet available singly) to all interested 
parties. 5 4.. 
* 


BUXTEHUDE: Jubilate Domino (Cantata for 
Solo Voice); Fugue in C major (Organ); In 
dulci jubilo (Cantata for 3 Voices); Alfred Deller 
(Counter Tenor), Elieen McLoughlin (soprano), 
Maurice Bevan (Bass) with Instrumental En 
semble (2 violins, cello and Viola da Gamba); 
Lutenist Songs—Never weatherbeaten sail; Most 
sweet and pleasing are thy ways, O God; Author of 
Light (Campian); Fantasia (da Milano) (Lute 
Solo); To music bent (Campian); Miserere My 
Maker (Anon.); Alfred Deller and Desmond 
Dupre (lute). Oiseau Lyre OL-50102, $4.98 








THE ENGLISH MADRIGAL SCHOOL, Vol II: 


Sweet Honey-Sucking Bee Wilbye Defiled is 
my nam Johnson); On the plains, fairy trains 
Weelkes When er'ping § griefs Edwards 

i] , well met (Weelkes) Like as the doleful 


Tallis); The bitter weet Anon.); Flora 
Wilbye 
Young Cupid hath proclaimed (Weel 
kes The Happy Life (Anon.); Thule, the period 

mography (Weelkes 


gave me fatrest lowers O happy Dame 


Sheperd 


I smile to see how you 


levise Anon Benedicam Domino (Johnson 
Lady when I behold (Wilbye Adieu, sweet 
imaryll Wilbye Alfred Deller and the 


Deller Consort The Bach Guild BG-554, $4.98 


ATHE SOUNDS of Nature are no more a source 


wonderment than are the sounds that mankind 
in make. Mr. Deller is no stranger to many as 
i gifted artist, but his voice is a freak of nature 
He is billed as a counter tenor, which is a term 


used for the male alto. All the music in these two 
recitals is most attractive, and the performances 
ire sensitively realized. One does have to become 
accustomed to Mr. Deller's delivery, which is some 
what ethereal in character, lacking in requisite 
intensity and often in the ensemble group not 
ifficiently distinguishable to lend needed weight 
to his part. The Oiseau Lyre disc is one of the best 
record recitals that this unique singer has given us 
The two Buxtehude cantatas are genuinely delight 
il, but it is in the songs of Thomas Campian 
1557-1620) that one realizes the unusual as well as 
listinctive qualities of Mr. Deller's artistry The 
inclusion of an organ solo and a lute piece is a 
welcome respite in each side of the recording 
Those who bought the first madrigal recital (Bach 
Guild 553), which Mr. Miller reviewed in May. will 
assuredly want this one 
that Mr. Deller and his Consort are a group of 
accomplished madrigal singers, reminiscent of the 


There is no question 


English Singers of old. Both discs are excellently 
recorded J.N. 
« 

Chinese Opera: Excerpts from the Classical 
Repertory; the Official Ensemble of the Chinese 
People’s Republic from the 


Angel 35229, $4.98 or $3.48 


Peking Opera 


ATHE more expensive edition includes an elaborate 


rochure detailing the works, the traditions, and 


the instruments involved By all means acquire 
this alternate package or you will be utterly con 
fused-—albeit fascinated, for no disc in the entire 


LP literature holds so much that is unfamiliar to 
Western ears. This is a program of short subjects 
is it were; I gather that all of the contents are 


ragments from longer works, although they might 





is well have been billed itities for all we would 





know The cultivated Chin light turn up his 





nose at it much as we tend to at any hodge-podge 


selections from our own repertory But I was 
lelighted to have so much variety arrayed on a 
single recording (made in Paris, incidentally, during 
the Peking company’s highly successful tour last 
eal Students of vocal style will be absolutely 


iptivated by the uses to which the voice is put 


And the instruments—the erh hu (two-string violin), 





the cheng (mouth organ), the tseng (zither variant 
e pi-p’a (balloon guitar iany others—make 
me of the most weirdly lerful sounds that 
1 ave ever heard J N 
a 
DEBUSSY: Preludes (Books I Friedrich 





Gulda London LP set (2 discs) LL 


piano 


1289 90, $7.96 


@A DISAPPOINTING issue, because 
color and poetry—two 


Gulda's 











r pert ning Debussy's 
ev bat is most often sub 
tuted for lor and poetry is excessive energy 
in " mewhat hectic and vi ient manner of 
expressior Gulda’s performances, then, are obvi 
sly nothing one can compare with Gieseking’'s 
this musi The London recording is splendid 
C.J.L 

7 
DOWLAND: hrimae (abridged the Geneva 





(har eT E nsetrT ble nducte t V Fr inz Walter 
EMS-12, $5.95 


ATHIS is the famous Seaven Teares as edited by 
Peter Warlock 


incomplete 


The performance is unfortunately 
Also it is not beyond reproach as to 
execution, the intonation being plain sloppy at 
times And one must tread warily with the pro 
gram notes, for they are disgracefully deceptive 
as to the mutilation of Dowland’s instrumental 
masterpiece in this version (by which I mean the 
amount of music presented, without respect to the 
merits and demerits of the edition involved) And 
yet it would be a shame if these militations de 
terred anyone from investigating this issue, for 
the Lachrimae has been in need of phonographic 
attention too long already The ever mournful, 
deeply felt music is one of the truly sublime me 
mentoes of Elizabethan expression and even a 
partial representation of it is welcome. Very good 
sound —J.L. 

o 
KODALY: Hary Janos RESPIGHI: Fest 

Romane; the NBC Symphony Orchestra con- 

ducted by Arturo Toscanini RCA Victor 

LM-1973, $3.98. 


ATHE Feste Romane is a re-issue, long awaited, 
of the erstwhile 10” recording. It remains the last 
word on this wondrous score, although the sound 
leaves something to be desired by 1956 standards. 
The Kodaly piece also is superbly performed but 
for a lack of the requisite humor at certain points 
Sonically, however, it is less than all right, especially 
in the latter movements. Many will welcome this 
dise for its purely documentary value, to be sure, 
and they should 13 
* 


LECLAIR: Six Sonatas for Violin and Continuo; 
violin) and Isabelle Nef (harpsi 
chord London /L'Oiseau-Lyre set OL-50087/8, 
2 discs, $9.96 


Georges Ales 


ATHESE works are by Jean-Marie Leclair the 
elder (1697-1764), a younger brother with the same 
Christian names having attained to a similar 
modest fame The present Leclai's finest works, 
we are told, are to be found in his four books of 
violin sonatas, Opp. 1, 2, 5, and 9, published 
respectively in 1723, c. 1728, c. 1734, and 1738 
The musicologist Mare Pincherle (ordinarily asso 
ciated with Vivaldi) culled from them the half 
dozen assembled herewith: No. 8 from Book I, 
Nos. 1 and 12 from Book II, Nos. 1 and 4 from 
Book III, and No. 4 from Book IV 
tions (of the figured bass) used are by Laurence 
Boulay 

Remembering the delights of his violin concerti 
Haydn Society 140), his flute sonatas (OL- 
500501 and the lone sonata so ravishly per 
formed by Oistrakh (RCA Victor LM-1987, with 
the F minor sonatas of Prokofiev and Locatelli 


The realiza 


Ysaye), the splendors of the six works at hand do 
not come as a surprise. That none of them enjov 
any currency on recital programs is perhaps a 
commentary on virtuoso propensities rather than 
Which is to say 
that all of them require artistry of near-heroic 
The so 
played by Ojistrakh is not in 


evidence of the public tastes 


order but do not permit of histrionics 
called ““No. 3 in D 
Pincherle’s grouping, by the way; in the usual 
Victor fashion there is no indication of its place 
ment in the original context.) 

I really do not understand why the elder Leclair 
is ranked so far below Lully and Rameau, especially 
as tothe chamber forms. The variety of inspiration 
represented in this sampling is rather incredible, 
considering the time and place involved, and 
surely the mastery of form is manifest. Also, Ales 
and Nef collaborate with an enthusiasm that is 
Excellent studio sound. 7.4L. 

a 
MILLOECKER: Det Bettelstudent (Operetta in 3 

Acts); Wilma Lipp, Esther Rethy, Rosette 

Anday Rudolf Chirst, Eberhard Waechter, 

Kurt Preger, Karl Doench, Vienna State Opera 

Chorus and Orchestra conducted by Anton 

Paulik. Vanguard set VRS-474/75, 2 discs, 

$9.96. THE SAME: Selections; Emmy Loose, 

Trude Eipperle, Maria Wolf, Rupert Glawitsch, 

Karl Terkal, Benno Kusche, Chorus and Orches 

tra of the Bavarian Radio conducted by Werner 


positively electric 


Schmidt-Boelcke. Telefunken 10° TM-68039 


$2.98. 


AIN the annotation that accompanies this virtuall 
complete recording of Milloecker’s The Begga 
Student, we are told that it is regarded in the same 
class as Johann Strauss’ Die Fledermaus by thi 
Viennese public. The operetta, first presented i: 
December of 1882, became an immediate success 
English and American productions soon followed 
Its composer was one of the three brightest lumi 
naries of Viennese operetta prior to 1900, rating wit! 
Strauss and Suppe. There is no doubt that the 
score is brimming with toe-tinkling tunes and 
romantic ballads, but there are also longeurs that 
are all too apparent in this performance. The 
principals of the Vanguard set are members of the 
Vienna State Opera, and the conductor has had a 
distinguished career at the Vienna Volksoper, where 
he revived this score in the late years of World 
War II. 

Wilma Lipp is in fine voice and makes the most 
of her difficult part. Both Christ and Waechter 
are excellent as the romantic heroes. Preger is 
miscast as Ollendorf; there is more to this role than 
he is able to extract. Those who know the pre-war 
recordings with Strienz or Leo Schutzendorf will 
immediately note the difference. Anday’s voice is 
past its prime, but she has a sense of style that is 
enjoyable. The recorded sound is excellent through 
out. The spoken'dialogue is omitted, as is one short 
chorus. An English translation only accompanies 
the set. 

For those who do not wish the longer perform 
ance, Telefunken presents a sampling of the high 
lights. These are performed with zest and relish by 
a group of familiar soloists, including the lovely 
Emmy Loose, with the Bavarian Radio Orchestra 
The recording is first-rate throughout 

R.R. 


and Chorus 


s 
RESPIGHI: Ancient Airs and Dances for the Lute 
Suites 1, 2, and 3; Gli Uccelli (The Birds); 
Botticelli Tryptich; Vienna State Opera Orches 
tra conducted by Franz Litschauer. Vanguard 
set 466/67, 2 discs, $11.96. 


AFOUR of these works were previously issued; 
only Suite 3 of Ancient Airs and Dances is new. 
Vanguard presents this program in a handsome 
package with an essay on “The Uses of the Past’ 
by Abraham Veinus, author of that valued book 
The Concerto, and sundry illustrations suitable to 
the subject matter as well as notes. Respighi’s 
interest in Italy’s musical past, Mr. Veinus points 
out, “‘was no momentary infatuation, but a verit 
able passion for this ancient music sustained over 
thirty years of creative activity.” This interest 
resulted in some of the most treasurable music 
that he left, a far cry from his colorfully kaleido- 
scopic pictures of Roman scenes. 

The Viennese Litschauer does justice to all these 
works, though he shuns virtuosic treatment otf 
the Botticelli. His sensitive phrasing and realization 
of the essential characteristics of this Italianate 
melody and clarity—are appreciable at 
tributes. No other conductor to date has better 
performed these compositions on records. Muen 
chinger, in the Suite No. 3, favors a virtuosity that 
makes its point in a fine-sounding performance, 
but this, to me, is not as enduringly satisfying as 
Vanguard has bettered 
-P.H.R 


music 


Litschauer’s sensitivity. 

the reproductive quality in its reissues. 
6 

SCHUBERT: Sonata in B flat, Op. Post.; Sonata 

in A, Op. 120; Paul Badura-Skoda (piano). 

Westminster WN- or SWN-18154, $4.98 or $3.98. 


ATHIS is nice coupling of the most profound with 
the prettiest of Schubert's piano sonatas. Badura 
Skoda plays them carefully and intelligently, but 
one wishes that he took the cue from the song-like 
melodies to use a singing tone more often. The 
good playing, which is well recorded, lacks poetry, 
and as a result the long movements of the B flat 

major occasionally seem dull and repetitious. 
E.Z. 

+ 

SOUSA: Marches—Siars and Stripes Forever; 
The Invincible Eagle; High School Cadets; The 
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Picadore Semper Fidelis; El Capitan; Man 
hattan Beach; King Cotton; Washington Post; 
The Liberty Bell; The Band of the Grenadier 
Guards conducted by Major F. J. Harris, 
M. B. E. London LL-1229, $3.98. 


FAMOUS CONTINENTAL MARCHES: Marche 
Lorraine; Le Reve Passe; Le Regiment de Sambre 
et Meuse; Le Pere de la Victoire; El Abanico; 
"Amparito Roca; With Sword and Lance; Under 
the Banner of Victory; Hoch Hapsburg; Under 
the Double Eagle; La Ritirata Italiana; Boccaccio 

March; The Band of the Grenadier Guards 
conducted by Major F. J. Harris, M. B. E. 
London LL-1245, $3.98. 


ATHE latest releases by the Grenadier Guards 
Band should please every band collector. Here 
are several Sousa marches played to perfection as 
well as famous marches from France, Spain, Ger 
many and Italy. The rousing performances have 
been recorded with a brilliance and spaciousness 
seldom encountered and rarely matched. R.R 
* 

WELSH FOLK MUSIC: Dafydd y Garreg Wen, 
Gwew Fach, A Welsh Carol, Hela'r Sgyfarnog, 
Fenyw Fwyn; David Ffrangcon Thomas (cello) 
and Osian Ellis (harp); Deryn y Bwn, Dacw 
Dadi, Pedoli, Hen Fenyw Fach (Nursery Songs); 
Oxen Song, Lisa Lan (Folk Songs); Y Sipsi, Cwn 
ingod, A Sunset Poem, Ymadawiad Arthur 
(Penillon); Osian Ellis (voice & harp). Delyse 
10” EC-3133, $4.00. 


SONGS OF WALES: Ar Hyd y Nos, Tros y 
Garreg, Yn Iach i ti Gymru, Yr hen Gerddor, Y 
Deryn Pur, Yn Nyfiryn Clwyd, Bugeilio’r Gwenith 
Gwyn, O, Na Byddai'n Haf o Hyd; Brychan 
Powell (tenor), Orchestra of Wales String Section 
conducted by David Ffangcon-Thomas. Delyse 
10” EC-3134, $4.00. 


ATWO collections of Welsh folk music have been 
satisfactorily recorded by one of the smaller Eng- 
lish companies. One side of the first disc contains a 
group of folk songs performed on the cello with 
harp accompaniment. On the other side the harpist 
sings a charming group of nursery and folk songs 
as well as four songs with contemporary words, 
although the music is traditional. One, A Sunset 
Poem, has a text from Dylan Thomas’ Under Milk 
Wood, Ellis has a light baritone voice of pleasant 
quality, which makes it regrettable be did not 
utilize the reverse side as well. The other record 
has a group of folk songs sung by a light tenor with 
an attractive voice, but the string accompaniment 
seems out of place, since it gives the collection a 
salon quality not inherent in the music. The re- 
cording, as such, is generally satisfactory. R.R. 
s 

YSAYE: Unaccompanied Sonatas 3-4; BACH: 

Unaccompanied Sonata in C; Michael Rabin 

(violin). Angel 35305, $4.98 or $3.48. 


AWHY oh why did the immensely gifted young 
Rabin have to take on Heifetz, no less, in the Bach 
sonata? He acquits himself nobly, but not so 
nobly that anyone would be impelled to prefer his 
version to the old master’s. In the Ysaye pair 
there is direct competition with Odnoposoff in both 
works and with Oistrakh in the No. 3 (although 
neither of these discs, respectively on the Concert 
Hall and Vanguard labels, currently is listed in the 
Schwann catalogue); both of these issues are, how 
ever, quite along in years. So that sufficient interest 
in the Ysaye sonatas would be ample justification 
for acquiring this latest. Certainly Rabin plays 
them with an impressive virtuosic flair, and the 
sound is superior to that of both other versions. 
The critic Irving Kolodin, himself a whilom fiddler, 
contributes an especially penetrating program note 
to the Angel enterprise. am 


ADD-A SOLOIST 
BACH: Violin Concertos No. 1 in A minor and No. 
2 in E major; Vanguard Symphony Orchestra 
conducted by Jan Tomasow. Vanguard 10” 


VRA-303, $3.98. 


MENDELSSOHN: Violin Concerto in E minor, 
Op. 64; Same Orchestra conducted by Franz 
Litschauer. Vanguard 10” VRA-302, $3.98. 


July, 1956 


BEETHOVEN: Piano Concerto No. 1 in C major, 
Op. 15; Vanguard 12” VRA-201, $4.98. BEE- 
THOVEN: Piano Concerto No. 3 in C minor, 
Op. 37; Vanguard 12” VRA-202, $4.98. The 
Same Orchestra conducted by Franz Litschauer. 


ATHE AMATEUR violinist and pianist, who have 
dreamed of playing with a symphony orchestra, 
now have an opportunity to realize their ambitions. 
If they work diligently they might realize a per 
formance as a soloist in a concerto by recording at 
home or in some studio their own playing with the 
record accompaniment from any one of these com- 
petent performances of the orchestral part. This 
latter method of obtaining a concerto performance 
for an individual will promote better self-analysis 
than any other. Working at home with recorded 
accompaniments is not sufficient if one wishes to 
recognize his own faults. This is assuredly a good 
idea in helping the amateur to become a better per- 
former. Some warnings are in order: a strict tempo 
is held throughout each performance; however, tap 
cues giving the tempi of each movement precede 
each movement. A locked groove is used for cadenzi 
to allow the amateur to play on his own. Each 
record is acutely tuned to the international A-440 
pitch, and on each the final band sounds an A-440, 
for tuning purposes —J.N. 


POPS SPOTLIGHT 


MONTH'S BEST and worst alike are on the 
Vanguard label. Respectively, these are A Night 
at the A pollo (VRS-9006) and How to Pick a Wedlock 
(VRS-9005). The Apollo is a Harlem emporium 
that may well be the last remaining rampart of 
ye olde vaudeville. Vanguard chose a Wednesday 
—amateur night—to set up its microphones on- 
stage. The pros (dancers Coles & Atkins, imper- 
sonator George Kirby, comedian ‘‘Moms" Mabley, 
etc.) are wonderful, and so are the aspirants who 
come on later. The audience is a show in itself. 
The second disc, a tie-in issue pegged on the book 
of the same title, is supposed to be funny. I found 
it dreadful beyond description. Sex just wasn't 
cut out for phonographic exploitation. 

BALLADS are a notable exception to this latter 
generalization. Claire Austin, for example, has 
sung a program for Contemporary (C-5002) en- 
titled When Your Lover Has Gone. Now this is real 
sexy stuff, granted that the party of the second 
part is removed to parts unknown for purposes of 
the recording. The equally talented Jane Fielding 
imparts a similar sensuality to a recital called 
Embers Glow (Jazz West JWLP-5) in which she 
enjoys the properly evocative collaboration of the 
Kenny Drew Quintet. 

GREAT MOMENTS in Show Business are as- 
sembled on an Epic disc of that cognomen (LN- 
3234) that really brings back the memories. Walter 
Huston's September Song, Cliff Edwards’ It's Only 
a Paper Mocn, Gene Raymond's Twinkle, Twinkle 
Little Star, Dick Powell's Lullaby of Broadway, Fred 


Astaire's Slap that Bass, Al Jolson's Rock-a-bye You 
Baby with a Dixie Melody-- oh, my, it seems tike 
only yesterday. 

THAT SENTIMENTAL gentleman Tommy 
Dorsey is not even an “‘only yesterday"! proposition, 
since he is still very much among us. However, it 
would be historically inaccurate to suggest that 
his band of today is anything like his band of 1940 
and thereabouts. So it was nice of RCA Victor to 
give us LPM-6003, a two-disc compilation of air 
checks cut by NBC between June of 1940 and 
August of 1944. Vocals by Frank Sinatra, Sy 
Oliver, Dick Haymes, and Jo Stafford in their 
heyday. In all there are 25 tunes, including such 
justly famous Dorsey standards as Song of India 
and Marie. (I remember the 10” shellac on which 
this particular pair were coupled; I guess that 
dates me all right.) 

SPEAKING OF DATES, RCA Victor has come 
up with another quasi-historical item that will 
shake some of you. On LOC-1024, Eddie Fisher 
sings the 21 Academy Award Songs from 1954 
(Three Coins in the Fountain) back to 1934 (The 
Continental). Axel Stordahl’s orchestra accom- 
panies. Now I don’t know about you, but I recall 
that latter number quite clearly. Can it be 20 
years? Carroll Carroll's continuity leaves no 
doubt. As to the singing itself, by the way, it 
seems to me that certain of the songs are not up 
Eddie’s alley, but altogether he does a fine job. 

DECCA HAS BEEN putting out an enormous 
number of pop things lately. Among the best are 
the batch of additions to the series generally en 
titled Your Musical Holiday. Various ensembles 
treat with the music tourists are apt to encounter 
in The South (DL-8271), Mexico (DL-8266), the 
Dominican Republic (DL-8274), but why would 
anyone want to visit this dull spot, and New York 
City (DL-8263). On the last-listed item, I have a 
serious reservation. The orchestra is that of Werner 
Mueller, which holds forth somewhere in Germany; 
the tapes derive from Decca's affiliate, Deutsche 
Grammophon. Now I ask you, why bother to 
program Forty Second Street, Manhattan Serenade, 
Rose of Washington Square, and Underneath the 
Harlem Moon with an outfit that has never even 
seen the Statue of Liberty as far as one can say? 
These record companies sure come up with zany 
ideas. 

FOR THE HI-FI bugs this month I recommend 
George Wright's Showtime (High Fidelity R-708), 
latest in a lengthening series of organ recordings. 
This one, using the big 4-manual of the Fox Theater 
in San Francisco, includes such trivia as The Man 
I Love, a medley from Showboat, and inevitably 
There's No Business Like Show Business. But the 
sound is terrific. For those who insist on quality 
along with quantity (of decibels), there is Marching 
Along (Mercury MG-50105), on which Frederick 
Fennell's Eastman Symphonic Wind Ensemble 
blare out a dozen old favorites by John Philip 
Sousa and lesser bandsmen. Magnificent perform 
ances, stunningly recorded. This one will break 
any lease, I guarantee. JAS 
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Summertime 
Listening 








— 


at its All-time ae 


Summer...“light” living...“light” music... 
but in Westminster W-LAB even the 
lightest music is music at its hi-fi best! 


STRAUSS, R.: Rosenkavalier Suite 
STRAUSS, J.: Tales from the Vienna Woods — Rodzinski 


STRAUSS: Waltzes — Emperor Waltz, Roses from the South, 
The Blue Danube, Voices of Spring — Rodzinski 7026 


DELIBES: Sylvia and Coppelia Ballet Suites — Boult 7027 
CHOPIN: 6 Nocturnes (Nos. 2, 5, 10, 12, 13, 20) — Reisenberg 7029 


RIMSKY-KORSAKOFF: Piano Concerto, C sharp min., Op 30 
FRANCK: Symphonic Variations — Badura-Skoda 7030 


SUPPE: Overtures — Light Cavalry, Fatinitza, Poet and Peasant, 
Boccaccio — Boult 7033 


Marches of Many Nations — Deutschmeister Band 7037 


IPPOLITOV-IVANOV: Caucasian Sketches 
BORODIN: Polovtsian Dances — Rodzinski 7039 


RESPIGHI: Rossiniana 
SUPPE: Morning, Noon and Night in Vienna Overture — Boult 7041 


Suggested list price, $7.50 


No harmonic distortion 
No pre- or post-echo 
No definition-loss 

No response reduction 
No stylus-bridging 
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